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*A c r i t i c a l  s tu d y  o f Johann E lia s  S ch le g e l^s  a e s th e t ic  and
d ra m a tic  th e o r ie s  *
The th e s is  a tte m p ts  to  shew th a t  J .  B. S c h le g e l T/as th e  f i r s t  
German w r i t e r  t o  a n a lyse  th e  n a tu re  o f a r t  and i t s  e f fe c ts  fro m  
an a e s th e t ic  p o in t  o f v iew ,. H ith e r to  th e  o n ly  w r i t e r  who had made 
a s y s te m a tic  s tu d y  o f th e  prob lem  was G o ttsch e d , b u t h is  approach 
was a p u re ly  p r a c t i c a l  one and th e  s ta n d a rd s  by w h ich  he judged 
a r t  were c h ie f ly  those  o f  p r a c t i c a l  r e a l i t y .  I n  o rd e r t o  shew 
how i t  happened t h a t ,  d e s p ite  h is  a e s th e t ic a l ly  w o rth le s s  w r i t in g s ,  
G o ttsched  y e t  w ie ld e d  a un iqu e  a u th o r i t y  on l i t e r a r y  q u e s t io n s . 
C hapter I  c o n ta in s  a b r ie f  su rvey  o f  w r i t e r s  b e fo re  G ottsched who 
had d iscussed  s im i la r  problem s in  a manner in h e r e n t ly  more v a l id  
th a n  h is ,  and whose w ork y e t  rem ained v d th o u t in f lu e n c e -
S c h le g e l*s  v iew s a re  measured a g a in s t G ottsched^s, s in c e  h is  
was, th e n , th e  o n ly  p o e t ic  th e o ry  w h ich  counted  when S c h le g e l began 
w r i t in g .  The c h ie f  m ark o f th e  M a tte r 's  more a e s th e t ic  approach 
is  th a t  he accep ts  th e  e x is te n c e  o f  g re a t works o f a r t  and te s ts  
h is  th e o r ie s  by them , i f  necessary m o d ify in g  th e  th e o r ie s  ; v/hereas 
G ottsched te s ts  th e  works by th e  p r in c ip le s  . Hence S c h le g e l accepts 
th e  im i t a t io n  th e o ry ,  b u t r e a lis e s  th a t  a r t  is  a lw ays o n ly  a 
m o d if ie d  im i t a t io n  o f n a tu re ,  a f fo r d in g  d i f f e r e n t  experiences  fro m  
th o se  a ffo rd e d  by r e a l i t y .  Were i t  m e re ly  a copy , a f fo r d in g  
id e n t ic a l  e x p e rie n c e s , a r t  would be s u p e r f lu o u s . The d e v ia t io n s  
fro m  n a tu re  w h ich  th e  a r t i s t  makes a re  due p a r t l y  to  th e  laws im­
posed upon h im  by h is  medium, p a r t l y  t o  th e  n e c e s s ity  o f e n s u rin g  
th a t  h is  w ork  g ive s  r i s e  to  th e  r i g h t  k in d  o f e x p e r ie n c e .
C hapter I I I  re la te s  S c h le g e l to  la t e r  w r i te r s  and to  la t e r  
developm ents in  a e s th e t ic s .  He i s 'u s u a l ly  rega rd ed  as a fo r e ­
ru n n e r o f L e s s in g , b u t i t  is  c la im ed  here  th a t  t h is  is  t ru e  o n ly  
o f  h is  more p r a c t ic a l  su g ge s tio n s  f o r  the  drama. Each has a 
t o t a l l y  d i f f e r e n t  approach  to  th e  p rob lem  o f  a r t .  G o ttsch ed ,
L e s s in g , Bodmer and B r e i t in g e r ,  th e  Sturm und D rang , d i f f e r e n t  as 
th e y  a re  in  o th e r  re s p e c ts , a l l  te n d  t o  con fuse  a r t  and l i f e .  
S c h le g e l d is t in g u is h e s  between them and , i n  t h is  more a e s th e t ic  
a pp roach , he is  c lo s e r  t o  M endelssohn and t o  Goethe and S c h i l le r .  
l%ny o f  S ch le g e l*s  v iew s a re  borne ou t, to o , by th e  most re c e n t 
developm ents in  a e s th e t ic s ,  e s p e c ia lly  h is  r e a l is a t io n  o f th e  
im po rtan ce  o f medium and o f th e  e x is te n c e  o f a s p e c i f i c a l ly  
a e s th e t ic  e x p e r ie n c e .
I.
PREFACE
The o r ig in a l  t i t l e  o f  t h is  th e s is  was ’’ Johann E lia s  S c h le g e l*s  
d ra m a tic  th e o ry  and p r a c t ic e ” . I t s  a im  v/as to  g iv e  a s y s te m a tic  
a n a ly s is  o f  S c h le g e l*s  d ra m a tic  th e o ry  as an in t e g r a l  p a r t  o f  h is  
g e n e ra l a e s th e t ic ,  and t o  th ro w  some l i g h t  on th e  r e la t io n  o f h is  
th e o ry  t o  h is  p r a c t ic e .  N e ith e r  th e  c h ro n o lo g ic a l method fo llo w e d  
by A n to n ie w ic z , n o r th e  com p le te  s e p a ra t io n  o f th e  d ra m a tic  fro m  
th e  a e s th e t ic  th e o ry  adop ted  by o th e r  c r i t i c s ,  b ro u g h t ou t what 
seemed to  me th e  m ost in t e r e s t in g  th in g  abou t S c h le g e l*s  w ork ; 
th e  c o n s is te n t  u n i t y  o f  approach  i n  b o th  th e o ry  and c r i t i c i s m  made 
p o s s ib le  by h is  c le a r ly  d e f in e d  v ie w  o f a r t .  And even p r e l im in a r y  
in v e s t ig a t io n s  le d  me t o  suspect t h a t  th e  c lea va ge  between th e o ry  
and p r a c t ic e ,  w h ich  was u s u a lly  a t t r ib u t e d  to  co n s e rv a tis m  or 
f a i l i n g  co u ra g e , was much more l i k e l y  t o  be due to  la c k  o f d ra m a tic  
t a le n t ,  and th a t  th e  p la y s , and more e s p e c ia l ly  th e  u n f in is h e d  
ske tche s  and p r o je c ts ,  do in  f a c t  p ro v id e  an i l lu m in a t in g  commentary 
t o  h is  t h e o r y i n  a d d it io n  I  w ished to  f a c i l i t a t e  com parison o f 
S c h le g e l ’ s w ork  w ith  th a t  o f  h is  p re decesso rs  and c o n te m p o ra r ie s , 
and I  in te n d e d  th e re fo re  to  s k e tc h  a background a g a in s t  w h ich  he 
m ig h t be m easured .
As I  w orked , how ever, my a t t e n t io n  was h e ld  ever more e x c lu s iv e ly  
by th e  a e s th e t ic  t h e o r ie s ,  and i t  seemed t o  me th a t  t h e i r  s ig n i f ic a n c e  
had n o t been f u l l y  re v e a le d . T h is  was due p a r t l y  t o  th e  f a c t  th a t  
m ost o f th e  w ork on S c h le g e l vas done tow ards th e  end o f th e  la .s t 
c e n tu ry ,  t h a t  is  b e fo re  th e  im p o r ta n t developm ents in  th e  s tu d y  o f 
a e s th e t ic s  w h ich  have ta k e n  p la c e  d u r in g  th e  la s t  t h i r t y  or f o r t y  
y e a rs ; p a r t l y ,  how ever, t o  th e  methods adop ted  in  d e a lin g  w ith  h is  
th e o ry .  The method o f  ta k in g  rem arks a t  random and a t te m p tin g  to  
e s tim a te  t h e i r  v a lu e  w ith o u t re fe re n c e  to  th e  whole is  n o t f i t t e d  
t o  b r in g  o u t th e  f u l l  im p o rt o f  a th e o ry  v/hose m ost consp icuous m e r it  
is  i t s  h o m o g e n e ity . I n  v ie w  o f th e  le n g th  w h ich  th e  th e s is  now 
th re a te n e d  t o  assume, and o f  th e  f a c t  th a t  i t  would th u s  f a l l  in t o  
tw o  q u ite  d is t i n c t  p a r ts  each h a v in g  an independen t a rgum en t, 1 was 
tem pted t o  c o n c e n tra te  on a c r i t i c a l  e s tim a te  o f th e  a e s th e t ic  and 
d ra m a tic  th e o ry , and to  l e t  th e  s e c t io n s  on d ra m a tic  p ra c t ic e  go, 
a lth o u g h  I  had c o l le c te d  a g re a t d e a l o f m a te r ia l  f o r  them , e s p e c ia l ly  
f o r  t h a t  d e a lin g  w ith  th e  im po rta n ce  o f S c h le g e l’ s p la y s  fo r  th e  
th e a t r e .  D i f f i c u l t i e s  o f  o b ta in in g  books under w a r- t im e  c o n d it io n s  
f i n a l l y  s e t t le d  th e  q u e s t io n  f o r  me. I\fe.ny o f  th e  books re q u ire d  to  
com p le te  th e  c h a p te rs  on th e  p la y s  and t h e i r  pe rfo rm ance  in  th e  th e a tre  
were u n o b ta in a b le ,  and 1 d ec id ed  t o  su bm it th e  th e s is  i n  i t s  p re s e n t 
fo rm . I t  now has a th r e e fo ld  a im ; -
II.
1. To p ro v id e  a background a g a in s t w h ich  S c h le g e l’ s th e o ry  may be 
m easured. C hap te r I  does n o t make p re te n c e  o f b e in g  a n y th in g  l i k e  
a co m p le te  su rve y  o f p o e t ic  th e o ry  in  th e  p e r io d  b e fo re  S c h le g e l 
began v / r i t i n g .  I t  is  d e l ib e r a t e ly  s e le c t iv e ,  and s p e c ia l  s tre s s  has 
been la id  on G o tts c h e d ’ s th e o r ie s  and h is  g e n e ra l approach  to  a r t  w ith  
th e  o b je c t  o f  m ak ing  c le a r  th e  p re c is e  n a tu re  o f  S c h le g e l ’ s advance 
ove r h im .
2 .  To g iv e  a d e ta i le d  a n a ly s is  o f S c h le g e l ’ s a e s th e t ic  th e o r ie s  and 
o f  h is  a p p l ic a t io n  o f  th e s e  to  th e  a r t  o f dram a, ^fhat in te re s te d  me 
v a s , n o t th e  o r ig in  o f th e se  th e o r ie s ,  b u t th e  d i r e c t io n  in  v/h ich  
th e y  p o in te d ,  and th e  d e ta i le d  tre a tm e n t is  due t o  a d e s ire  to  s ta te  
c le a r l y  and p r e c is e ly  w hat S c h le g e l knew o f th e  n a tu re  o f  a r t ,  i t s  
c r e a t io n  and i t s  e f f e c t s .
3 - To t r y  t o  e s tim a te  th e  i n t r i n s i c  v a lu e  o f S c h le g e l ’ s v ie w s , and 
t o  shew to  w ha t s p i r i t u a l  l in e  he be longs  i n  th e  grovdng u n d e rs ta n d in g  
o f  a r t  in  e ig h te e n th  c e n tu ry  Germany.
The e d i t io n  o f G o tts c h e d ’ s C r i t is c h e  D ic h tk u n s t r e fe r r e d  to  
th ro u g h o u t is  th e  2nd (1737) vd iich  is  in  th e  l ib r a r y  o f  U n iv e r s i t y  . 
C o lle g e , London. I  have u n fo r tu n a te ly  n o t been a b le  t o  use th is  
e d i t io n  d u r in g  th e  f i n a l  r e v is io n .
I n  c o n c lu s io n  my thanks a re  due to  P ro fe s s o r  Edna F u rd ie  who 
suggested  th e  t i t l e  o f  the  th e s is  and w ith o u t  whose u n f a i l in g  h e lp  
and encouragem ent i t  co u ld  neve r have been v / r i t t e n .  I  s h o u ld  a ls o  
l i k e ' t o  acknow ledge my inde b tedn ess  t c  th e  s t im u lu s  o f  a cou fse  o f 
le c tu re s  on a e s th e t ic s  g iv e n  by P ro fe s s o r Susan S te b b in g -
E.M.W.
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CHAPTER I
THE BXP08ITIW  OF AESTHETIC AHD DRAl^ATIC 
THEORY IH  GERjiiffiY BEFORE SCHLEGEL
G o ttsched*s  in f lu e n c e  and a u th o r i t y .
I n  th e  1770 e d i t io n  o f h is  t r a n s la t io n  o f B a tte u x ’ T r a i tê  
beaux a r ts  r é d u i ts  à un même, .p r in c ip e  Johann A d o lf  S ch le g e l 
w ro te  co n ce rn in g  th e  p e r io d  when he and h is  b ro th e r  J .B . S ch leg e l 
were s tu d e n ts  i n  L e ip z ig *  "M ein s e l.  B ruder and ic h  s e tz te n  
b e id e , soba ld  w ir  d ie  Akademie b e tra te n ,  den E n tsch luss  be i uns 
f e s t ,  b e i dem s e l .  G o ttsched  ke ine  C o lle g ia  zu besuchen, und das 
zw ar, d a m it w ir  ihm  ke in e n  An la ss  geben konn ten , uns f u r  se ine  
S ch u le r zu h a l t e n . ” ^ Memory may become b lu r re d  d u r in g  a lapse o f 
t h i r t y  y e a rs , and t h is  a c c o u n t, i f  n o t w h o lly  in a c c u ra te ,  is  
c e r t a in ly  co lo u re d  by the  r e c o l le c t io n  o f subsequent e v e n ts .^  
N e ve rth e le ss  th e  v e ry  d is t o r t io n  bears s t r i k in g  te s tim o n y  to  the  
in f lu e n c e  w h ich  G ottsched w ie lded  a t  th a t  t im e , f o r  J .A . S ch le g e l 
a cco un ts  f o r  t h e i r  d e c is io n  as fo l lo w s :  "Denn aus ve rsch iedenen
B e ysp ie le n  w ussten w ir  b e r e i t s ,  dass d ie s e r  Mann d ie  Schwachheit 
habe je d e n , d e r se ine  akadem ischen V o r le s ungen a n g e h ë rè t, soba ld  
e r i n  s e in e r  D enkungsart von ihm ab w ich , f u r  e ine n  undankbaren
S ch u le r anzusehen a co n tin g e n cy  to  be avo ided  even a t  the
c o s t o f m is s in g  h is  le c tu re s .
N o r, i t  would appear, was the  w ish  to  a vo id  such a con ting ency  
u n re a so n a b le . Evidence i s  n o t la c k in g  th a t  G ottsched d id  possess 
in f lu e n c e  w h ich  cou ld  have p r a c t ic a l  consequences o f an u n p le a san t 
n a tu re ,  in f lu e n c e  w h ich  d e r iv e d  from  h is  o f f ic e  and p u b l ic  p o s i t io n .  
Some o f t h is  ev idence comes a g a in  fro m  J .A . S c h le g e l. Under th e  
pseudonym o f Or on t es he w r ite s  in  1745 to  Bodmer: "l/fenn Sie d a ra u s ,
dass ic h  G ottscheden n ic h t  bekannt werden mag, s c h lie s s e n , dass 
G ottsched  schaden kann: so gebe ic h  Ihn en  dasse lbe  zu . Er kann m ir
1 H e rrn  A b t Batleux.JB inschrankunsi dejr_jBO_hbnen I k s t e  a ^ f  .eAASn 
e in z ig e n  G rundsatz l ib e rs e tz t  und m .t__verschied.ejie n  d a m lt _ver- 
wandten Abhandlungen beg:le.i_tet von J ,  A d o lf, Schle_ge_l, L e ip z ig ,  
1770, I I ,  pp . 5 1 6 f f .  As Danzel (G ottsched und se ine  Z e i t . 
L e ip z ig ,  1848, p . 154) p o in ts  o u t ,  these rem arks cou ld  n o t 
appear u n t i l  a f t e r  G o ttsched*s d e a th  and a re  th e re fo re  n o t to  
be found  i n  th e  1751 e d i t io n .
2 C f.  D a n ze l, c i t . . pp . 154 -  158. J .A . S c h le g e l does a d m it, 
i t  may be n o te d , th a t  he and h is  b ro th e r  a tte n d e d  G ottsched*s 
Rednergese 1 I s c h a f t . (o p . jo L t . , p . 516 ).
2.
a ls  B u rg e r, aber n ic h t  a ls  K r i t ik u s  schaden.” ^ S ch lege l fu r th e r  
r e la te s  th a t  G o ttsched*s  r e p ly  to  c r i t i c a l  a tta c k s  from  one young 
man had ta k e n  th e  fo rm  o f co m p la in ts  to  the  a u th o r ’ s fa th e r ;  ” . . .
e r  r u f t e  d ie  v a t e r  l i e  he Gewalt w id e r den Sohn zu H i l f e  Sie
se hen d a ra u s , wie s io h  H r. P ro f .  G ottsched a u f k r i t is c h e  E inw urfe  
v e ra n tw o r te t , und w ie  sehr man s ic h  v o r seinem Zorne hu ten  muss, 
wenn man n ic h t  Himmel und H b lle  w id e r s ic h  au fgebo ten  haben w i l l . ” 
O ther ev iden ce  comes fro m  J .C . Rost w r i t in g ,  a g a in  to  Bodmer, i n  
1743.^ He t e l l s  how G o ttsched , angered by h is  poem Das V o rs n ie l . 
had made th in g s  so u n p le a sa n t f o r  him th a t  he would have to  leave 
Saxony, a l l  p ro sp e c ts  o f advancem ent, even o f  l iv e l ih o o d ,  be ing  
now c lo se d  to  h im .
Th is  a sp e c t o f G o ttsched*s in f lu e n c e  i s  v e ry  r e a l  and, as the  
da tes  o f th e se  le t t e r s  show, he s t i l l  had power to  harm even a f te r  
h is  l i t e r a r y  r e p u ta t io n  had s u ffe re d  in  th e  c o n tro v e rs y  w ith  the 
S w iss . One wonders w hether perhaps J .B . S c h le g e l’ s c o n c i l ia t o r y  
a t t i t u d e  tow ards G ottsched  d u r in g  the  years im m e d ia te ly  fo l lo w in g  
h is  d e p a rtu re  fro m  L e ip z ig  was n o t p a r t ly  due to  the  f a c t  th a t  
h is  b ro th e r  A d o lf  s t i l l  rem ained th e re ,  and to  a d e s ire  to  a vo id  
expos ing  him to  any u n p le a sa n t consequences w h ich  open o p p o s it io n  
to  G ottsched  m ig h t have produced.
But r e a l  as t h is  a sp e c t o f  G o ttsch e d ’ s power undoub te d ly  i s ,  
i t  i s  by no means a com plete accoun t o f  the  in f lu e n c e  w h ich  he 
possessed fro m  1730 onwards f o r  more than  a decade. D u rin g  those 
yea rs  he spoke on l i t e r a r y  m a tte rs  w ith  the  v o ic e  o f a u th o r i t y ,  
and an a u th o r i t y  w h ich  had n o t been ach ieved m e re ly  by p e t ty  
in t r ig u e  o r th e  m isuse o f in f lu e n c e  a r is in g  fro m  h is  o f f i c i a l  
p o s it io n  as p ro fe s s o r .  I t  had more r e a l  and more s o lid  fo u n d a tio n s , 
and even la t e r  opponents pay t r ib u t e  to  i t .  On th e  28 . M arch, 1738, 
Bodmer w ro te  to  G ottsched about th e  d i f f i c u l t i e s  o f correspondence;
” D iesen  M angel mussen m ir  in z w is c h e n  d ie  a r t ig e n  und g r und lic h e n  
S c h r i f f t e n  e rs e tz e n , w cm it S ie das Publikum  zu b e re ic h e rn  n iem als 
mude w e rd e n .. . . . . . .von  Ihnen  h a t d ie  deutsohe G e s e lls c h a ft  i h r  Ifesen
und Leben; von Ih nen  d u r fe n  w ir  d ie  B in fu h ru n g  de r Teutschen Tragodie  
h o ffe n . Haben w ir  e in m a l d ie s e , so w ird  d ie  Oper von s ic h  s e lb s t
1 see L i t t e r a r is c h e  Pamohlete aus d e r Schwelz J ie b s t B r ie fe n  an 
Bodmern. Z u r ic h ,  1781, pp . 8 0 f f .  The l e t t e r  is  dated 3 0 .O ctober, 
1745. A s im i la r  rem ark  occurs in  a l e t t e r  o f 30. J u ly ,  1746, 
s igned  P o t t e lw i t z ,  a no the r pseudonym used by J .A . S ch le g e l
( I b id . .  p .  9 3 ).
2 L e t te r  da ted  4 .  December, 1743 ( I b id .. pp . 68 f f . ) .
3.
f a l l e n . . . . . ”  And i n  J u ly  o f th e  same ye a r Bodmer w ro te  a g a in :
"Da i c h  m eine Aufnahrae i n  d ie  deu tsche  G e s e lls c h a ft  a ls  e in e  m rkung  
d e ro  pe r s d n l i  Cher W ohlgew ogenheit ge gen m ir  ansehen muss, so habe 
ic h  um so me h r Ur sache m ir  ange le  gen s e in  zu la s s e n , dass ic h  m ich  
d ie s e r  m h l  vm rd ig  m ache .” I n  t h is  y e a r ,  to o ,  f ^ r a ,  a la t e r  
opponen t, n o t  o n ly  sends w ork to  G o ttsch e d , b u t expresses an 
a p p a re n t ly  s in c e re  d e s ire  to  have h is  c r i t i c i s m ,  and in  th e  n e x t 
y e a r we f i n d  B r e i t in g e r  d o in g  l ik e w is e .
A t  t h i s  t im e , as a t  no o th e r i n  German l i t e r a t u r e ,  th e  f i e l d  
i s  dom ina ted  by one man. I f  one i s  lo o k in g  f o r  a background o f 
l i t e r a r y  th e o ry  a g a in s t w h ich  to  measure J .E . S c h le g e l, one may 
j u s t i f i a b l y  c o n f in e  o n e s e lf  t o  th e  works o f G o ttsched  and t o  the  
jo u rn a ls  p u b lis h e d  unde r h is  a u s p ic e s . And y e t  n e ith e r  h is  
l i t e r a r y  handbook, n o r even i t s  t im e ly  appearance a t  a c r i t i c a l  
moment, a re  s u f f i c i e n t  i n  them selves to  e x p la in  th e  phenomenon. I n  
G o ttsch ed *s  e x te n s iv e  w r i t in g s  ab ou t l i t e r a t u r e  th e re  i s  l i t t l e ,  
i f  a n y th in g ,  w h ich  i s  o f  permanent v a l i d i t y ,  l i t t l e  indeed th a t  
c o u ld  be even te m p o ra r i ly  f r u i t f u l  by p o in t in g  a new d i r e c t io n .  
N e v e rth e le s s  h is  a u th o r i t y  was o f a k in d  as has r a r e ly  been w ie ld e d  
by any academ ic f i g u r e .  I t  d i f f e r s  s h a rp ly ,  f o r  in s ta n c e , d e s p ite  
resem blances i n  aims and ach ie ve m e n ts , fro m  th a t  o f an e a r l i e r  
L i t e r a t u r o r g a n is a to r ^ . O p itz .
No le s s  th a n  G o ttsch e d , O p itz  had a keen sense o f the  needs 
o f  th e  t im e .  The m ost p re s s in g  need th e n  m s  to  b r id g e  th e  gap 
between " c u l t u r e d ”  l i t e r a t u r e , id i ic h  was i n  L a t in ,  and p o p u la r 
l i t e r a t u r e  w r i t t e n  i n  th e  n a t iv e  German to n g u e , and O p itz  s e t to  
w ork  to  do t h is  w ith  a l l  th e  p a t r i o t i c  fe rv o u r  w h ich  G ottsched  i n  
h is  tu r n  b ro u g h t to  h is  p a r t ic u la r  ta s k s .  And th e  two m ain problem s 
w h ich  O p itz  had to  s o lv e  b e fo re  he co u ld  ach ieve  h is  aim  -  th e  
s o c ia l  r e h a b i l i t a t i o n  o f th e  poet and th e  c re a t io n  o f a German 
language w h ic h  was m a lle a b le  and capab le  o f e x p re s s in g  th o u g h t -  
a re  n o t i n  k in d  d i f f e r e n t  from  those  w h ich  fa ce d  G o ttsch ed . B oth  
a re  o f a t e c h n ic a l - p r a c t ic a l  n a tu re . A g a in , O p itz ’ v e r s a t i l i t y  i s  
re m in is c e n t o f G o ttsch e d . I t  expresses i t s e l f  i n  a w id e ly  v a r ie d
1 A l l  the se  le t t e r s  a re  c ite d  by D a n ze l, c i t . .  pp . 191-194.
2 V ersuch  e in e r  C r it is c h e n  D ic t^ tku n a t v o r d ie  Deutschen von _Joh. 
C h r is to p h  G o tts c h e d . L e ip z ig ,  1731, re fe r re d  to  i n  the  fo l lo w in g  
pages as G.D.
3 The te rm  i s  R ich a rd  A le w yn ’ s (V o rb a r^cke r K lass lz ism us_und  
G r ie c ji is c h e  T ra g o d ie ., ^ a l y s e  d e r - " An t ig o n e ” -  U ebersetznng 
des May t i n  O p itz .  Neue K e id e lb e rg e r  Ja h rb u ch e r. 1926) .
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a c t i v i t y ,  e x te n d in g  frc tn  t r a n s la t io n s  o f th e  a n c ie n ts  to  th e  e d i t in g  
o f th e  d kL flo lje d , and in c lu d in g  a d a p ta tio n s  o f I t a l i a n  opera ; b u t a l l  
o f  i t ,  w ith o u t  e x c e p t io n , i s  to  be co n s ide red  c h ie f ly  as a s e r ie s  o f 
e xp e rim e n ts  i n  th e  use and p ra c t ic e  o f the  language and so , as in  
G o tts c h e d , th e o ry  and p ra c t ic e  fu s e ,  each com plem enting th e  o ther#
I n  acco rdance  w ith  h is  consc ious e f f o r t s  tow ards re fo rm , O p itz , to o ,  
p roduced a book o f  guidance f o r  o th e rs ; and , a lth o u g h  th e  ru le s  w h ich  
he su g ge s ts  in  t h is  Buch von d e r deutschen  P oe te re v  a re  v e ry  e x te rn a l 
i n  c h a ra c te r ,  y e t  h is  in s is te n c e  on t h e i r  use had an undoubted e f f e c t  
i n  m aking  th e  language a more f i t t i n g  medium f o r  p o e t r y .
I n  many re s p e c ts  then  O p itz  resem bles G o ttsched . As re g a rd s  
subsequen t f a te  and re p u ta t io n  he c le a r ly  surpasses h im . O p itz  was 
a cc la im e d  d u r in g  h is  l i f e t im e ; ^  a f t e r  h is  d e a th  h is  fame d id  n o t 
s u f f e r ;  r a th e r  was i t  enhanced. Das Buch von de r deu tschen  P oe te rev 
rem ained th e  s ta n d a rd  l i t e r a r y  te x t-b o o k  u n t i l  ousted by G o ttsched*s 
Q r i t is c h e  D ic h tk u n s t . and fo r  a hundred ye a rs  O p itz  was accepted  by 
h is  countrym en as th e  re p re s e n ta t iv e  German p o e t. Bodmer and 
B r e i t in g e r  championed him and even a tte m p te d  to  w in  f o r  h is  p o e try  
a l i v e l y  in t e r e s t  and a p p re c ia t io n  in s te a d  o f th e  mere reve rence  
acco rded  to  a g re a t b u t outw orn t r a d i t i o n .  The la c k  o f  response 
w h ich  t h e i r  new e d i t io n  o f h is  w ork^ c a l le d  f o r t h  in d ic a te s  th a t  t h is  
had lo n g  s in ce  lo s t  i t s  a p p e a l; b u t n e ith e r  th e n , no r l a t e r ,  d id  h is  
r e p u ta t io n  s u f fe r  any re v e rs e . He rem ained the  F a th e r o f German 
p o e t r y .  Even G ottsched h im s e lf  f e l t  th e  n e c e s s ity  o f m aking h is  own 
re fo rm s  appear a c o n t in u a t io n  o f  th e  O p itz  t r a d i t i o n ,  o f  p la c in g  
h im s e l f ,  as i t  w e re , i n  th e  d i r e c t  l in e  o f su c c e s s io n . Th is  i s  th e  
u n d e r ly in g  theme o f th e  p a n e g y ric  w h ich  he pronounced on th e  ce n te n a ry  
o f O p i tz ’ d e a th .^  How c le v e r ly  does he om it re fe re n c e  to  p o in ts  o f
1 M a r t in i  O o i t i i  Buch von de r Deutschen P o e te re v . B re s s la u , 1624.
2 C f.  A llg e m e in e  Deutsohe B io g ra p lû e ., 2 4 , p . 370: " D ic h te r ,  d ie  an 
Umfang und K r a f t  ih r e r  n a tu r l ic h e n  A n lage w ie an k U n s tle r is ch e m  
S inne ihm  w e it  u b e rle g e n  w aren, haben v e re h ru n g s v o ll w ie  zu einem 
u n e rre ic h b a re n  Genius zu ihm  a u fg e b l ic k t , und s ic h  w i l l i g  zu 
unbed ing tem  Ge h o rs  am se inen  Gesetzen u n te rw o r fe n .”
3 M a r t in  O oitzena von B o b e rfe ld  G e d ich te . Von J .J .B .  und. JJ .B .A b e s .o r& e t 
E rs te r  T h e i l .Z u r ic h .  1745. No fu r th e r  p a r ts  appeared b u t a second 
e d i t io n  o f t h i s  p a r t  was p u b lis h e d  i n  1755.
4 Lob -  und G edabhtn isrede  a u f den V a te r de r deutsch e n  D ic h tk u n & t. 
M la rtin  O o itze n  von B o b e r fe ld . im  Jahre 1739 a u f d e r _philosQ.phisc.|ieiL 
12»atheder zu L e ip z ig  g e h a lte n  von Johann C h r is to o h  G o ttscheden . 
L e ip z ig ,  1739. G ottsched c i te s  here a long  l i s t  o f t r ib u t e s  to  
O p itz ,  in c lu d in g  those  by F le m in g , H e in s iu s  and G ro t iu s .
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p o l ic y  w h e re in  he d i f f e r s  frc m  O p itz ;  we f in d  no m e n tio n , f o r  in s ta n c e , 
o f th e  l e t t e r ’ s ach ievem ents  i n  th e  sphere o f opera . G ottsched shews 
h im s e lf  a p a s tm a s te r i n  th e  a r t  o f  propaganda w ith  a l l  i t s  s u b t le t ie s  
o f s e le c t io n  and o m is s io n .
How s h a rp ly  a l l  t h i s  c o n tra s ts  w ith  G o tts c h e d ’ s subsequent fa te  
i s  w e ll-k n o w n . Y e t,  w h ile  i t  la s te d ,  th e  a u th o r i t y  o f G ottsched was 
more p o w e r fu l,  more e x te n s iv e  and o f a d i f f e r e n t  q u a l i t y  fro m  th a t  
o f O p itz .  I t  made in ro a d s  i n t o  p r a c t ic a l  l i f e  i n  a way th a t  th a t  o f 
O p itz  had ne ve r done , lh a t  was th e  reason  f o r  th is ?
The re a son  i s  t o  be found  c h ie f l y ,  p e rha p s , i n  the  d i f f e r e n t  
p u b l ic  to  w h ich  each made h is  a p p e a l. C ^ i t z ’ re fo rm s  were d isse m in ­
a te d  c h ie f l y  by numerous l i t e r a r y  s o c ie t ie s  w h ich  sprang up d u r in g  
th e  f i r s t  h a l f  o f th e  c e n tu ry  and c re a te d  among th e  a c a d e m ic a lly  
educa ted  c la s s e s  an in t e r e s t  i n  German p o e t r y .^  He was c o n s c io u s ly  
concerned w i t h  academ ic and p ro fe s s io n a l and c o u r t  c i r c le s  and 
in te r e s te d  i n  th e  academ ic a spec t o f l i t e r a t u r e .  G o ttsch ed , on the  
o th e r hand , was concerned w ith  th e  r ô le  w h ich  l i t e r a t u r e  m ig h t p la y  
i n  b r in g in g  a b o u t m o ra l im provem ent i n  p e o p le . He c o n s c io u s ly  
addresses h im s e lf  to  as w ide a p u b l ic  as p o s s ib le  -  a re a d in g  p u b lic  
w h ich  s c a rc e ly  e x is te d  a t  th e  t im e  o f  O p itz .  M t h  h is  p e r io d ic a ls  
he appea ls  t o  th e  mass o f th e  m id d le -c la s s ;  w ith  th e  V e rn u n ft ig e n  
T a d le r in n e n  he d e l ib e r a t e ly  extends h is  propaganda to  women, and 
does i t  in d e e d  e x tre m e ly  w e l l . ^  M o reove r, by h is  in t im a te  a s s o c ia t io n  
w ith  th e  th e a t r e ,  G o ttsched  c re a te d  a l i n k  between th e  academ ic and 
th e  p r a c t i c a l  w o r ld .  I f  O p itz  had assu red  the  s o c ia l  p o s it io n  o f the  
p o e t ,  G o ttsch e d  a tte m p te d  t o  do th e  same f o r  th e  a c to r  and th e re b y  to  
open up a new ch a n n e l th ro u g h  w h ich  h is  l i t e r a r y  re fo rm s  m ig h t reach  
y e t  w id e r  s e c t io n s  o f  th e  community and e f f e c t  i n  them th a t  m o ra l 
im provem ent w h ich  was h is  u l t im a te  g o a l.  I n  t h is  way he reached a 
f a r  w id e r  p u b l ic  th a n  O p itz ; w id e r ,  n o t o n ly  i n  th e  sense o f 
n u m e r ic a lly  g r e a te r ,  b u t a ls o  as re g a rd s  d iv e r s i t y  o f  c la sse s  and types
1 O f. m i l i  F le m ing  (Das s c h le s is c h e  Kunstdram a. D eu tsche , L i  te  r a t  ur,
i n  En,tw i ck lune rsr e i  hen . Reihe B a rock . Baroclod ram a .I. L e ip z ig ,  1930, p . l l )  
" n ic h t  d ie  P u rs te n  s in d  d e r e ig e n t l ic h e  Stamm des Publikum s, sondern 
d ie  g e b ild e te  A r i s t o k r a t i e . . . .auch d ie  hohere B eam tenscha ft. . . .
D uroh das Gymnasium i s t  D ic h te r  w ie P ub likum  gegangen."
2 D ie  V e rn u n f t ig e n  T a d le r in n e n . H a lle  und L e ip z ig ,  1725, 1726.
3 G. B é lo u in  (De G ottsched  à L e s s in g . P a r is ,  1 9 0 9 )is  r i g h t  when he 
c la im s  (p .4 9 )  t h a t  t h is  p e r io d ic a l  i s  th e  b e s t th in g  th a t  G ottsched 
eve r w ro te .
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G o ttsch e d *s  C r i t is c h e  D lc h tk u n s t was, as we have s a id ,  a b le  
to  o u s t Das Buch von d e r deu tschen  P o e te rey  as th e  s tandard  te x t  book. 
W ith  t h i s  w ork  G o ttsched  appears q u ite  c o n s c io u s ly  as te a ch e r and 
la w g i v e r . IfE th  i t  he becomes, as D anze l sa ys , "d e r  C h o rfu h re r der 
de u tschen  L i t e r a t u r  und zwar n ic h t  n u r i n  dem S in ne , dass e r  s ie  
a u s s e r l ic h  b e h e r rs c h t ,  sondern auch i n  dem t ie f e r e n ,  dass e r was i h r  
N oth th a t  am b e s te n  s a h ." ^  We m ig h t ,  th e n , e xp e c t th a t  t h is  book 
was an is o la te d  phenomenon i n  th e  e a r ly  p a r t  o f th e  c e n tu ry , or th a t  
i t  c o n ta in e d  v iew s  o f g re a te r  o r i g i n a l i t y  and v a l i d i t y  than  those 
expressed  e ls e w h e re . T h is  i s  n o t th e  case.
A t th e  tu r n  o f  th e  c e n tu ry  C h r is t ia n  Vfeise had expressed view s 
on drama w h ic h  v e ry  c lo s e ly  resem ble  those h e ld  by G o ttsch e d . As 
i n  G o ttsch ed *s  ca se , th e  e x p re s s io n  o f these v iew s d id  n o t s p r in g  
fro m  any in t e r e s t  i n  t h e o r e t ic a l  s p e c u la t io n  b u t from  p r a c t ic a l  
re q u ire m e n ts . I n  h is  p ro fe s s io n  as sch o o lm a s te r he w ished to  
p ro v id e  h is  p u p i ls  w ith  s u ita b le  phys to  a c t ;  p la y s  w hich w ould 
c o n tra s t  i n  e ve ry  way w ith  the  h ig h - f lo w n  c re a t io n s  o f th e  second 
S i le s ia n  s c h o o l,  th e  im p ro b a b le  in t r ig u e s  and exaggera ted  p h ra s in g  
o f L o h e n s te in . Hence he demanded a s t r i c t  n a tu ra l is m  i n  a c t io n  arid 
speech; each c h a ra c te r  was to  speak i n  th e  way i n  w h ich  a person  o f 
h is  c la s s  w ould speak i n  r e a l  l i f e .  He even c a r r ie d  h is  z e a l f o r  
n a tu ra l is m  to  th e  p o in t  o f  choosing  fro m  among h is  p u p ils  those  vdio, 
i n  r e a l  l i f e ,  be longed t o  the  c la s s  th e y  were to  p o r t ra y  i n  th e  p la y .
Weise j u s t i f i e d  t h i s  n a t u r a l i s t i c  tre n d  by assuming drama to  
be as c lo s e  an im i t a t io n  o f r e a l i t y  as p o s s ib le .  He a p p lie d  to  i t  
th e  commonsense c r i t e r i a  o f everyday l i f e .  Thus h is  r e je c t io n  o f 
ve rse  i n  drama appea ls  t o  th e  a u th o r i t y  o f o rd in a ry  c o n v e rs a t io n a l 
usage: " ic h  f in d e  ke in e n  casum im  m ensch lichen  Leben, da d ie  Leute 
m ite in a n d e r  Verse m achen ."^  I t  i s  in t e r e s t in g  to  no te  th a t  n o t 
o n ly  i s  t h i s  demand r e i t e r a te d  by G o ttsch e d , b u t th e  same argum ents 
i n  s u p p o rt o f i t  a re  advanced by h is  p u p i l ,  S tra u b e , i n  th e  c o n tro v e rs y  
w ith  E l ia s  S c h le g e l on comedy i n  v e rs e . Wei se a p p lie s  s im i la r  
c r i t e r i a  t o  o p e ra . A r ia s  a re  to  be found  in  h is  p la y s  -  b u t n o t as a 
co n ce ss io n  to  a more a e s th e t ic  v ie w  o f drama. He in c lu d e s  them on
1 D a n ze l, c i t . . p .  185.
2 A llg e m e in e  Deutsche B io g ra p h ie , 4 1 , pp. 527 -  528
3 I b i d . .  p .  528.
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grounds a k in  to  those w h ich  de te rm ined  h is  r e je c t io n  o f v e rs e :
"Vlienn ic h  etwas von A r ie n  e in g e m isch e t habe, so w ird  e in  jedw eder 
w is s e n , dass d ie  Leute  zum Z e itv e r t r è ib e  o f t  e in  L ie d  s in g e n . " !
Weise*s in s is te n c e  on n a tu ra lis m  as a r e a c t io n  a g a in s t Schw ulst 
had an i n t r i n s i c  v a lu e . But i n  p ra c t ic e  th e  v a lu e  o f  i t  was lo s t  
because th e  re a ch  o f h is  in f lu e n c e  was l im i te d  to  sch o o l p ro d u c t io n s , 
and he was un ab le  t o  do a n y th in g  to  b r id g e  th e  u n n a tu ra l gap w h ich  
had f o r  so lo n g  yawned between l i t e r a t u r e  and th e  l i v in g  th e a tre  
o f th e  p e o p le . The u n io n  o f these tw o had to  w a it  u n t i l  chance 
b ro u g h t a b o u t th e  happy a s s o c ia t io n  o f G ottsched and th e  N eubers.
S ince  W eise ’ s v ie w  o f drama was so l ik e  h is  own we m ig h t 
e xp e c t th a t  G o ttsched  would lo o k  back on him s y m p a th e t ic a l ly  as 
a p ro m is in g  fo re ru n n e r .  But he does n o th in g  o f th e  k in d .  Far 
fro m  f in d in g  a word o f  p ra is e  f o r  h is  a tte m p ts , G ottsched 
c r i t i c i s e s  h is  w ork  s e v e re ly .  Not p r im a r i ly  in te r e s te d  a t  a l l  
i n  id e a s  o r i n  the  th e o ry  o f l i t e r a t u r e ,  bu t i n  aims -  and v e ry  
p r a c t i c a l  and d e f in i t e  aims -  G o ttsched  c o m p le te ly  o ve rlo o ks  the  
s i m i l a r i t y  i n  t h e i r  crude in t e r p r e ta t io n  o f im i t a t io n  and p r o b a b i l i t y  
and p e rc e iv e s  o n ly  how d i f f e r e n t  was th e  n e t r e s u l t  o f 1/feise’ s 
ach ievem ent fro m  what he h im s e lf  d e s ire d .  lflfeise*s dram as, because 
o f h is  r e a l i s t i c  a im s , have a d i s t i n c t l y  p o p u la r f la v o u r .  They 
a re  f u l l  o f  coarse e xp re ss io n s  and tu rn s  o f speech. H is  tra g e d ie s  
abound i n  r e a l i s t i c  d e a th  scenes, d is t r e s s in g  e x e c u t io n s , w h ile  
h is  comedies r e ly  la r g e ly  f o r  t h e i r  e f f e c t  on p ranks and jo ke s  in  
th e  P ic k e lh a r in g  t r a d i t i o n ,  or on r io to u s  s la p s t ic k .
G o ttsched  however had i n  v ie w  n o t th e  schoo lboys o f  a s m a ll 
to w n , b u t a whole n a t io n .  And h is  a im  was n o t s o le ly  th e  im provem ent 
o f d ra m a tic  and h is t r io n i c  t a le n t ,  b u t m ora l and c u l t u r a l  re fo rm  on 
a grand s c a le .  Drama was o n ly  one medium whereby he hoped t o  a t t a in  
t h is  end. But i f  drama was to  p la y  i t s  f u l l  p a r t  i n  th e  g e n e ra l 
scheme i t  m ust be f a r  d i f f e r e n t  from  th e  coarse p o p u la r drama 
s a v o u r in g  o f th e  s o i l  w h ich  Vfeise had produced . I t  must em u la te  
th e  drama, o f  th e  most h ig h ly  c i v i l i s e d  and c u ltu re d  n a t io n  o f 
Europe -  France -  and above a l l  i t  m ust b e , as re g a rd s  m o ra ls  and 
m anners, c o m p le te ly  above re p ro a c h . T ha t G ottsched  was f u l l y  aware 
o f  how h is  p redecesso rs  had f a i le d  to  ach ieve  t h is  i s  shown by a
528.
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re v ie w  in  an e a r ly  number o f the  C r it is c h e  B a v tra g e , He w r ite s  
th e re ;  " A l l e in ,  i c h  w eis n ic h t  woher es gekcramen i s t ,  dass so 
em sig s ie  auch gewesen s in d ,  d ie  sc hone n M s s e n s c h a fte n  bekann t 
zu mao hen, und in  Aufnehmen zu b r in g e n , s ie  doch d ie  S c h a u s p ie l-
k u n s t so gar v e r la s s e n  haben...................d ie se  s c h ie n  a l l e i n  ih r e r
Bemiihungen u n w u rd ig  zu seyn . S ie la  sen d ie  A n le itu n g e n  und 
M e is te rs tu 'c k e  d e r A l te n  n u r um des W ortver stand es w i l le n .  S ie  
bew underten  d ie s e  Iben me h r we gen de r V e r fa s s e r , a ls  we gen d e r 
in n e r l ic h e n  V o r t r e f f l i c h k e i t .  S ie wendeten s ie  zwar zum U n te r -  
r i c h t e  d e r S chu ljugend  i n  den ge le  h r te n  Sprachen, aber n ic h t  zur
a llgem einy^Besserung des W il ie n s , oder zur Nachahmung a n .................
D ie  Schaubuhne b l ie b  a ls o  in  ih r e r  N ie d r ig k e i t ,  und e in  Raub de r 
T h o r h e it ,  w ie  s ie  gewesen w ar. D ie je n ig e n , w elche ih re n  g e re ch te n  
E i f e r  w ie d e r d ie s e Ib e  a u s s c h u tte te n , g la u b te n  s io h  daher um so v i e l  
me h r b e r e c h t ig t ,  s ie  ih r e r  N atu r nach v o r etwas h o c h s ts c h a d lic h e s
..................  zu h a lte n  % Je w en iger d ie  G e le h rte n  d u rc h  U ntersuchung
d e r Kunst und V e r fe r t ig u n g  re g e lm a ss ig e r und s in n re ic h e r  S tucke 
d ie s e n  I r r th u m  zu w ie d e rle g e n  su ch te n . H a tte n  d ie s e  s ic h  ih r e r
8 her angenommen; h a tte n  s ie  den Deutschen d ie  Au gen a u f g e th a n  .
h a t te n  s ie  gew iesen , dass man den Zuschauer n ic h t  no thw end ig  zum 
L a s te r  v e r fu h re  und i n  de r Tugend s to h re ; und dass n ic h t  d ie  
E rg e tzu n g  a l l e i n . . . . . . .so nde rn  auch d e r Nutzen und d ie  A n le itu n g
zur p h ilo s o p h is e h e n  Tugend d e r Endzweek de r S chausp ie le  s e y  .
so wurde s ie  s ic h  v i e l  eher gehoben, und e in  v ie le s  von d e r 
V e ra ch tung  v e r lo h re n  haben. Ja man wurde v i e l l e i c h t  dadurch  
v ie le n  Unordnungen a b g e h o lfe n  haben, welche d ie  s p ie le n d e n  Parsonen 
s e lb s t  v e r a c h t l ic h ,  und dadurch  d ie  an s ic h  gute Sache u n w e rth  
m a c h te n ." !
Wei se , th e n , d id  n o t succeed i n  e x e r t in g  any in f lu e n c e  and was 
ne ve r re g a rd e d  by G ottsched as a p re c u rs o r i n  whose t r a d i t i o n  he 
m ig h t p r o f i t a b l y  co n tin u e  -  th is  d e s p ite  a s im i la r l y  crude i n t e r ­
p r e ta t io n  w h ich  each p u t upon th e  th e o ry  o f im i t a t io n  o f n a tu re .
1 B evtrage  zu r C r it is c h e n  H is to r ié  de r deu tschen  S nrache , Poesie 
und B e re dsa m ke it. herausgegeben von e in i^ e n  .M itg lied ,e jrn ..dex 
de u tsch e n  G e s e lls c h a ft  i n  L e ip z ig .. XX, v o l . 3 , pp. 4 f f .  Th is  
p e r io d ic a l  is  r e fe r r e d  to  th ro u g h o u t th e  fo l lo w in g  as C^lSa
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B ut th e  e ig h te e n th  o e n tu ry  b e fo re  G ottsched was n o t w ith o u t 
a p ro ta g o n is t  o f  a q u ite  d i f f e r e n t  v ie w  o f th e  r e la t io n  between a r t  
and r e a l i t y .  The q u a r re l between E lia s  S c h le g e l and S traube as to  
w he the r ve rse  m ig h t be used f o r  comedy i s  a g a in  fo reshadow ed , b u t 
t h is  t im e  i t  i s  S c h le g e l*s  arguments th a t  a re  a n t ic ip a te d ,  n o t 
those  o f S tra u b e . I n  1708, th e  year i n  w h ich  Weise w ro te  th a t  a r ia s  
may be in c lu d e d  i n  drama because people do i n  a c tu a l l i f e  seme tim es 
s in g  t o  amuse th e m se lve s , B e rth o ld  Fe ind made th e  fo l lo w in g  rem ark 
on th e  same s u b je c t ; "D ie  A r ie n  s ind  f a s t  i n  d e r Oper d ie  E rk la h ru n g  
des R é c i t a t i f s  -  das z i e r l i  chs te  und k i in s t l ic h s te  d e r Poesie -  und 
d e r G e is t  und d ie  Seele des S c h a u s p ie ls ."^  T h is  d e l ic a te  and 
s e n s i t iv e  p e rc e p tio n  o f th e  t ru e  fu n c t io n  o f th e  a r ia  im p lie s  an 
u t t e r l y  d i f f e r e n t  id e a  o f th e  n a tu re  o f drama i t s e l f .
For F e in d , a r t  (as embodied i n  opera) and r e a l i t y  a re  two 
d i f f e r e n t  w o rld s  and th e re fo re  n o t to  be judged by th e  same s tan d a rd s  
The commonsense c r i t e r i a  w h ich  may, and o f te n  m u s t, be a p p lie d  i n  
p r a c t i c a l  l i f e  cannot be a p p lie d  to  drama. Feind c i te s  S t.  Evrêmond; 
" P e u t - on s 'im a g in e r  qu 'un  M a ître  a p p e lle  son V a le t ,  ou q u ' i l  lu y
donne une ccm m ission en c h a n ta n t q u 'o n  exprim e avec du chan t
le s  o rd re s  q u 'o n  donne, e t que m élodieusem ent on tu e  le s  hommes à 
coups d 'é p é e ,"  and , as i f  consc ious  o f h is  s u p e r io r  a e s th e t ic  
p o s i t io n ,  answers him w ith  a p p ro p r ia te  s c o rn : "M ich  dauch t -  e in  
Knabe -  wenn e r  zum e rs tenm ah l e ine  Opera l ie s e t  und s ie h e t -  
f a l l e t  g le ic h  e in  so lches  Ur th e  i l  -  wenn man ih n  -  w ie  a l le  
Zuschauer -  zu ube rre d e n  tra c h te n  wurde -  dass so lches wahr -  
und d e r  Poet d u rc h  se in e  A c te u rs  so lches f u r  etwas g a n tz  n a tu r l ic h e s  
ausgeben w o l l te  -  was e ine  F ic t io n  seyn s o l l . " ^  Drama i s ,  th e n , a 
F ic t io n ;  by means o f  i t ,  t r u t h  i s  re p re se n te d  s y m b o lic a lly  and 
c o n v e n t io n s , such as v e rs e , p re s e n t no d i f f i c u l t y .  They a re  
acce p te d  as n e cessa ry  fe a tu re s  o f th is  p a r t ic u la r  a r t - fo r m :  "D ie  
Wahr he i t  w ird  i n  den S chau-S p ie len  du roh  F ic t io n e s  v o r g e s te l le t  -  
denn s o n s t mus te n  es ke ine  Verse seyn -  d ie  man re d e t und a b s in g e t . "
F e ind  does n o t r e je c t  im i t a t io n  o f  n a tu re  as a b a s is  f o r  drama . 
b u t ,  i n  a way w h ich  rem inds us o f J .B . S c h le g e l, he l im i t s  the  
degree  o f  im i t a t io n :  "Man ahmet nu r de r N a tu r e in ige rm assen  nach -  
und wer was gan tz  n a tu r  l ic h e s  se hen w i l l  -  dem g ie b t d e r grosse 
S ch a u p la tz  de r W e lt t a g l ic h  neue P ra e se n ta tio n e s  -  n ic h t  aber de r 
k le in e  -  i n  Opern und C om odien."^ He re c o g n is e s , to o ,  th a t  one o f  
th e  e s s e n t ia l  fe a tu re s  o f a r t ,  and one w h ic h  p re ve n ts  i t  from  be in g
1 B a r th .  Feindes -  L t .  Deutsche G e d io h te ,-  Sammt e in e r  V orrede 
dem Temperament und Gamut hs -  Be s c h a f f  enhe i t  e ines  PQe.feeji ,u.nd 
Gedanoken von d e r Opera. S tade , 1708, p . 95.
2 I b i d . .  p . 77.
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an e x a c t re p ro d u c t io n  o f  r e a l i t y ,  i s  a conscious e x a g g e ra tio n , a 
h e ig h te n in g  o f e f f e c t ;  "Denn was i s t  w o l das S ingen anders a ls  
d ie  E r ho hung d e r Rede und Stimme m it  d e r hochsten  K r a f f t  und 
N achd ruok?"^  I n  h is  p ro te s t  th a t  t h is  i s  n o t i n  any way to  be 
condemned as " u n n a tu ra l"  he a g a in  c lo s e ly  foreshadow s S c h le g e l:
"E in e  e rh o h e te  Rede aber b le ib t  darum doch e ine  Rede -  ob s ie  
g le ic h  i n  einem  andern Thon r e c i t i r t  w ird  -  und gar n ic h t  etwas 
u n n a tu r l i  c h e s . "
Fe ind  warns a g a in s t th e  s la v is h  o b s e rv a tio n  o f  ru le s  and 
s u b m iss io n  to  a u th o r i t y :  " A l le  Regeln s in d  auch n ic h t  g le ic h  
G esetze -  w ie  d ie  Regeln zwar v e rh in d e rn  -  dass e in e r  k e in  
méc h a n te r  Poet sey -  abe r n ic h t  vermbgend e in e n  gu ten  zu m achen ."^  
Q u estions  o f r u le s  and p r o b a b i l i t y  r i g h t l y  y ie ld  p la ce  to  the  
f a r  more im p o r ta n t  q u e s t io n  o f the  e f f e c t  on th e  s p e c ta to r .  Th is  
in d e e d  i s  th e  u lt im a te  c r i t e r io n  o f w he the r a p la y  i s  "p ro b a b le "  
or " im p ro b a b le " .  The emphasis i s  hence s h if te d  fro m  what i s
p re s e n te d  on t o  th e  im p re s s io n  p roduced. Thus F e ind  demands
a c t io n  on th e  s ta g e , i n  th e  s ty le  o f th e  E n g lis h ,  r a th e r  th a n  a 
re p o r te d  a c c o u n t o f i t ,  as p re fe r re d  by th e  F rench . The e f f e c t  
w i l l  depend e n t i r e l y  on how th e  a c t io n  is  p re se n te d : "Was i s t  doch 
w o l grausames da ran  wenn s ie h e t  -  w ie e in e  Person s ic h  e r s t i c h t  -
a u f dem S tu h le  i n  de r Fem e s i t z e t  -  ...............und den K o p ff s in cke n
la s t? " 3  O nly such a c t io n s  a re  to  be re p o r te d  as a d m it o f no
s o f te n in g  o r to n in g  down i n  th e  manner o f p re s e n ta t io n  on th e  s ta g e .
A th in g  th e n  i s  n a tu r a l  i f  i t  appears so to  th e  s p e c ta to r ;  i t s  
a im  i s  n o t to  d e ce ive  him in t o  th in k in g  th a t  he sees r e a l i t y ,  b u t to
co n v in ce  him o f  i t s  own t r u t h :  "Das h e is t  nun n a t u r l i c h  d a r s te l le n  -
wenn d e r La se r oder Zuschauer bey d e r Durch le  sung oder P ra e s e n ta t io n  
g e ru h re t w ir d ;  wenn ihm  d ie  Sache i n  d e r That wahr zu seyn vorkom m t." 
W ith  t h i s  F e in d  cones v e ry  c lo se  to  th e  tru e  co n c e p tio n  o f d ra m a tic  
p r o b a b i l i t y  and a e s th e t ic  i l l u s i o n ,  w h ic h , ig n o r in g  th e  q u e s t io n  o f 
w he the r th e  p rem ises  a re  p roba b le  fro m  a p r a c t ic a l  p o in t  o f v ie w , 
demands o n ly  t h a t  th e  cu m u la tive  e f f e c t  o f th e  vdiole s h a l l  move and 
c o n v in c e . H is  p o s i t io n ,  n o tw ith s ta n d in g  o c c a s io n a l lapses on to  a
lo w e r p la n e , i s  th u s  f a r  i n  advance o f G o tts c h e d 's .
1 I b i d . ,  p . 79 .
2 I b i d . .  p .  92 .
3 I b i d . .  p p . 106, 107.
4 I b i d . .  p .  108.
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B u t, d e s p ite  th e  v a l i d i t y  o f F e in d 's  v ie w s , the y  c a r ry  no 
a u t h o r i t y .  H is  v o ic e  i s  c o m p le te ly  drowned i n  th e  c lam our o f 
G o tts c h e d *s  campaign a g a in s t opera . The l a t t e r  i s  a b le  to  
c o n s o lid a te  the  commonplace, commonsense, o b je c t io n s ,  so d e rid e d  
by F e in d , i n t o  an o f f i c i a l l y  accepted  v ie w . He is  th e  f i r s t  i n  
Germany to  a t ta c k  opera fro m  an a e s th e t ic  s ta n d p o in t and he gets 
away w i t h  i t .  Miy? Because, as so f r e q u e n t ly ,  he senses the  
tre n d  o f  th e  t im e . F o r, a lth o u g h  i t  is  t r u e  th a t  he i s  th e  f i r s t  
t o  a t t a c k  t h is  fo rm  o f drama on a e s th e t ic  g rounds, m id d le -c la s s  
r e a c t io n  a g a in s t  c o u r t  e x tra va ga n ce , in c lu d in g  the  opera , had 
found  e x p re s s io n  i n  m o ra l p ro te s ts  s ince  th e  tu rn  o f th e  c e n tu ry .^  
I n  th e  m ost t im e ly  way G ottsched novf comes a lon g  w ith  h is  
t h e o r e t ic a l  a t ta c k .  I t  is  i n  th e  s p i r i t  o f the  age and hence 
tr iu m p h s  ove r such v iew s as Fe ind ' s w hich y e t  have more i n t r i n s i c  
v a lu e .  W ith  h is  keen sense o f the  need o f th e  moment, G ottsched 
i s  a b le ,  n o t o n ly  to  a s s o c ia te  h im s e lf  w ith  th e  movement a g a in s t 
o p e ra , b u t to  p ro v id e  i t  w ith  th e o r e t ic a l  j u s t i f i c a t i o n ,  w ith  a 
m a n ife s to  -  and a m a n ife s to  possess ing  th e  supreme m e r it  o f be ing  
e a s i ly  u n de rs to o d  by th e  man i n  th e  s t r e e t .
The s e c re t o f  G o ttsched*s  success, in  t h is  m a tte r  as i n  
many o th e r s ,  l ie s  i n  h is  a b i l i t y  to  e s ta b lis h  c o n ta c t between 
academ ic th e o ry  and the  p r a c t ic a l  w o r ld . Bodmer o b je c ts  ju s t  as 
s t r o n g ly  t o  opera and fa v o u rs  a k in d  o f tra g e d y  w hich  m ig h t w e l l  
have had a f a r  g re a te r  p o pu la r success than  th e  p a l l id  im ita t io n s  
o f C o r n e i l le  e vo lve d  by G o ttsch e d .^  But he takes  no p r a c t ic a l  
s teps  t o  ensure  e i t h e r  the  rem ova l o f the  one o r th e  r e a l is a t io n  
o f th e  o th e r .  G o ttsched  stepped beyond the  c o n fin e s  o f th e  
t h e o r e t ic a l  i n t o  th e  sphere o f th e  p r a c t ic a l  and he succeeded in  
o b ta in in g  as h is  ambassadors in t o  th is  w ide r rea lm  none o th e r than  
a p a ir  o f  m id d le -c la s s  a c to rs  -  tro u p e rs  t r a v e l l in g  fro m  one town 
to  a n o th e r and a b le  to  spread th e  gospe l o f L e ip z ig  in t o  th e  
f a r t h e s t  c o rn e rs  o f  Germany. And th a t  these  ambassadors had no 
l i t t l e  f a i t h  i n  th e  p o s s ib i l i t y  o f u l t im a te ly  o u s tin g  th e  opera
O f. W i l l i  F lem ing (Deutsohe L i t e r a t u r  i n E n tw ick lu n g s re ih e m , 
Reit^e B arock ; Barockdram a.B d .5 . D ie  Qpejr.L e ip z ig ,  1933, p . 12): 
"D e r gewa I t ig e  A u f wand ifu r  d ie  Oper b ra ch te  mane hen P u rs ten  
an den S ta a ts b a n k ro t t  und m usste s i t te n r ic h te r  l i e  hem E rn s t w bh l 
a ls  e in e  Z e its e u c h e , a ls  "The a t rem an ia " e rs c h e in e n . So w undert 
es uns n ic h t ,  dass g le ic h z e i t ig  m it  dem Siege de r Prunkoper 
auch ih r e  Bekampfung a u f t r i t t .  E rs taunen  kann uns a l l e i n , i n  
w e lc h e r Vfeise d ie s  geschah. R e in  m o ra lth e o lo g is c h  i s t  d ie  
E in s t e H ung  d e r G egner."
2 O f. D a n ze l, o p . c i t . . pp . 188, 191.
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and re p la c in g  i t  by r e g u la r  drama i s  c le a r ly  shewn by th e  c o n f id e n t 
tone  o f th e  l e t t e r  w r i t t e n  to  G o ttsched  by Johann Neuber on 
June 28 , 1730, fro m  Hamburg: "D ie  h ie s ig e n  Opern s in d  seh r s o h le c h t 
und haben auch s c h le c h te  Einnahme, w ir  aber haben so v i e l  Zuschauer 
a ls  d ie  i t z i g e n  lin s tand e  e r la u b e n . . . .  Man muss G ed u lt haben m it  
d e r Z e it  w ird  s ich s  geben.
Yet a n o th e r v/ork w h ich  appeared i n  th e  e a r ly  p a r t  o f th e  
c e n tu ry  and w h ic h , d e s p ite  i t s  i n t r i n s i c  w o r th , had th e  same la c k  
o f p r a c t ic a l  e f f e c t  as th e  w r i t in g s  o f Vfeise and Feind i s  th e  
t r e a t is e  on ta s te  by J . U l r ic h  E b n ig .^  T h is  has been c la im ed  as 
Germany's f i r s t  c o n t r ib u t io n  to  modern a e s th e t ic  th e o ry .  The 
v a lu e  o f th e  w ork l ie s  r a th e r  in *  th in g s  s a id  by th e  way th a n  i n  
th e  a c tu a l th e o ry  o f ta s te  w h ich  K bn ig  e v o lv e d . The argum ent 
may be m arred  by awkward and u n c o n v in c in g  com prom ises, b u t i n  
h is  i n t u i t i v e  f la s h e s  and c o n c lu s io n s  Kbnig  goes beyond a n y th in g  
w h ich  G o ttsched  e ve r s a id  on th e  s u b je c t o f t a s te .
He a d m its  th a t  ta s te  can im prove  o r can d e te r io r a te ,  b u t he 
in s i s t s  th a t  th e  germ o f  i t ,  th e  a p t i tu d e  f o r  a p p re c ia t io n ,  must 
be in b o rn  and canno t be a r t i f i c i a l l y  m a n u fa c tu re d . Kbnig draws 
a t t e n t io n  to  th e  sensuous e lem ent i n  t a s te ,  to  th e  s p o n ta n e ity  
and speed w ith  w h ich  i t  o p e ra te s , and emphasises th e  n e c e s s ity  
o f  i t  i n  c re a t io n  as w e l l  as i n  a p p re c ia t io n .  T h is  n a tu r a l  fe e l in g  
can be weak or t o t a l l y  la c k in g  even i n  th e  m ost i n t e l l i g e n t  and 
le a rn e d  p e rso n s : "Es kan e in e r  e in  ge le h r te r  und so n s t b e le se n e r 
Mann i n  v ie le n  V dssenscha ften  seyn ; aber daraus f o l g t  n ic h t ,  dass 
e r den gu ten  Geschmack auch nur im  m fb e s te n  Grade b e s itz e .  D ie  
n a tu rH c h e  Em pfindung kan bey ihm  schwach, oder d e r E in d ru c k  
m a n g e lh a ft s e y n ."^  Kbn ig  was u n d o u b te d ly  r i g h t ,  b u t the  o f f i c i a l  
th e o ry  o f  ta s te  d u r in g  th e  n e x t y e a rs  was to  ig n o re  th e  p a r t  
p layed  by n a tu r a l  f e e l in g  and sense im p re ss io n s  and to  assume 
th a t  e v e ry th in g  t o  do w ith  e i t h e r  c re a t io n  or a p p re c ia t io n  can be 
i n s t i l l e d  and , w ith  due in d u s t r y ,  a c q u ire d .
1 Quoted by J .F .V .  Reden-Esbeck (C a ro lin e  Neuber und ih r e  
Z e itg e n o s s e n . L e ip z ig ,  I 8 8 l ) , p .  94 .
2 Des F re v h e rrn  vop C a n itz  G ed ich te  N ebst e in e r  U nte rsuchung  
von dem gu ten  Geschmack i n  de r D ic h t -  upd R ede-K unst: 
a u s g e fe r t ig t  von Johann U lr ic h  K b n ig . L e ip z ig  und B e r l in ,  1727
3 c i t . . p . 275 .
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Vl/hen he a tte m p ts  to  re c o n c ile  g e n e ra l good ta s te ,  w h ich  i s  
a b s o lu te  and u n v a ry in g , w ith  the  d i f f e r e n t  ta s te s  to  be found  
among d i f f e r e n t  peop les a t  d i f f e r e n t  t im e s , K bn ig  has to  f a l l  
back on a commonplace; b u t i t  i s  im p o r ta n t t o  n o te  th a t  he 
a f f i r m s  th e  r i g h t  o f  any one n a t io n  to  i t s  own ta s te .  He goes 
fu r t h e r  and p o in ts  ou t th a t  to  a tte m p t to  fo rc e  o th e rs  to  
s u b sc rib e  to  our l ik e s  and d is l i k e s  i s  i n  i t s e l f  an in f r in g e m e n t 
o f th e  ru le s  o f good ta s te .  E q u a lly  im p o r ta n t i s  h is  in s is te n c e  
th a t  i t  i s  u se le ss  to  d is p u te  ab ou t th e  r e la t iv e  m e r its  o f two 
works w h ich  d i f f e r  fro m  each o th e r  i n  a im  and method and t o  
a tte m p t t o  say w h ich  i s  i n  b e t te r  ta s te :  "Man muss daher n ic h t  
zw eyerley  vo rsch ie d e ne  gu te  S c h r i f f t e n  e in a n d e r en tge ge n se tze n ,
sondern zwo von e in e r  le y  G a ttu n g  so n s t kan man f r e y l i c h
uber den Geschmack n ic h t  s t r a i t e n . "1  Above a l l ,  he a s s e r ts ,  
such d is p u te s  can never extend to  medium: " N ic h t  w en iger s te h t  
es i n  D in g e n , welche den Geschmack des V erstandes b e t r e f fe n ,  
einem jeden  f r e y ,  ob e r  gebundene oder ungebundene S c h r i f f t e n
le se n  oder v e r f e r t i  g e n ; Ebenso kan man, nach dem Geschmack
der ausser l ic h e n  S in n e , niemand deswegen ta d  e in ,  wenn e r i n  
B ingen des G ehbrs, e in e  Geige oder e in e  P f e i f f e ,  e in  C la v ie r
Oder eine L a ù te .........lieber hbret."^ Vfe s h a l l  have occasion
t o  r e c a l l  t h i s  when we come to  S c h le g e l*s  d e fence  o f comedy i n  v e rs e .
Kbnig d is t in g u is h e s  n ic e ly  between th e  e x e rc is e r  o f ta s te  i n  
th e  a e s th e t ic  and i n  th e  m o ra l sphere  and c r i t i c i s e s  du T rem blay 
i n  te rm s w h ich  m ig h t w e l l  a p p ly  to  much o f G o ttsch ed*s  w r i t in g s :
" E in  M it  g l ie d  de r K b n ig l.  Académie zu A n g e rs , H e rr Frayn du T rem b lay,
a b e r  p f le g t  ( ib e r a l l  den Geschmack des G laubens, des IAS.Hens
Oder d e r S i t te n le h r e ,  und des V ers tandes d e rg e s ta l t  u n te re in a n d e r  
zu m ische n , dass es s c h e in e t e r habe w en iger d a s e lb s t den Geschmack 
u n te rs u c h e n , a ls  v ie lm e h r  e in e  angenommene F ro m m igke it d u ro h  und 
d u roh  zu r U n z e it h e rv o rb l ic k e n  w o l le n . " ^
1 I b i d . . p . 315.
2 I b i d . .  p. 297.
3 I b i d . . p .  287 . As B ra itm a ie r  (G e sch ich te  d e r  P o e tiseh e n  T h e p rie
und K r i t i k  von den  D isku ra e n  d e r Ma 1er b is  a u f Less ing :.F ra u e n fe Id , 
1888, I ,  p . 59 f f . )  has p o in te d  o u t ,  K b n ig 's  d i f f i c u l t y  i s  la r g e ly  
one o f  te rm in o lo g y .
14.
TOiile by no means w ith o u t  power o f a c e r ta in  k in d  -  he was 
a b le ,  f o r  in s ta n c e ,  t o  cause G o ttsched  no l i t t l e  h e a r t-b u rn in g  
and m e n ta l d is t r e s s ^ -  K b n ig 's  in f lu e n c e  never extended  beyond 
c o u r t  and academ ic c i r c le s .  H is c r i t i c i s m  o f th e  German th e a tre  
ru n s  a lo n g  v e ry  s im i la r  l in e s  to  th a t  o f G o tts c h e d .^  He 
b e lie v e d  i t  t o  be i n  need o f re fo rm s  o f an e x te n s iv e  and d r a s t ic  
n a tu re .  He h im s e lf  tu rn e d  h is  a t t e n t io n  to  th e  r e v iv a l  o f 
German comedy by a d a p tin g  seme o f th e  p la ys  o f  th e  th é â tre  de 
la  f o i r e  a n d , b e fo re  th e  b re ak  w ith  G o ttsch e d , he e xe rte d  h im s e lf  
on b e h a lf  o f th e  N eubers. But he la cke d  G ottsched  *s in s ig h t  in t o  
th e  needs o f  th e  tim e  as a ls o  h is  s in g le n e s s  o f purpose and 
e n e rg e tic  d r iv e .  Kbnig was th e  p ro to ty p e  o f th e  s e r v i le  c o u r t  
p o e t and what in f lu e n c e  he had tended  to  d is s ip a te  i t s e l f  i n
in t r ig u e  r a th e r  th a n  i n  th e  s p re a d in g  o f id e a s .
There rem a in  two f ig u r e s  w h ich  we may n o t leave  ou t o f any 
accoun t o f  G o ttsch ed*s  a u th o r i t y  because o f th e  p a r t  w h ich  th e y  
were to  p la y  i n  o v e rth ro w in g  i t .  These a re  Bodmer and B r e it in g e r .  
Now w h ile  i t  i s  t r u e  th a t  these  tw o were w r i t in g  b e fo re  anyone 
had eve r heard o f G o ttsch e d , b e fo re  he had even appeared i n  
L e ip z ig ,  and a lth o u g h  w i t h in  a v e ry  s h o r t  tim e  th e y  were to  fo rm  
th e  fo c a l  p o in t  f o r  th e  g a th e rin g s  o f r e a c t io n  a g a in s t h im , y e t 
up to  th e  end o f th e  3 0 's th e re  i s  no q u e s t io n  a t  a l l  o f a 
ch a lle n g e  to  h is  a u th o r i t y  even fro m  t h is  d i r e c t io n .  On th e  
c o n tra ry ,  h is  a p p ro v a l i s  s o u g h t. T h is  does n o t mean, how ever, 
th a t  th e y  agreed w ith  G ottsched as to  th e  k in d  o f poets th e y  
l ik e d  and d e fe n de d , n o r th a t  th e y  m e re ly  echoed h is  v iew s a bou t
th e  n a tu re  and c re a t io n  o f p o e try .  T h e ir  m a jo r works had, i t  i s
t r u e ,  n o t y e t  appea red ,^  b u t w hat th e y  had a lre a d y  w r i t t e n  f a r  
su rp assed , b o th  i n  a p p re c ia t io n  and s u g g e s tiv e n e s s , a n y th in g  th a t  
G ottsched co u ld  eve r hope to  p ro d u ce . As e a r ly  as 1721 i n  th e
O f. B. L itz m a n n , C h r is t ia n  Ludw ig L iscow  i n  s e in e r  
l i t t e r a r is c h e n  L a u fb ah n . Hamburg u .  L e ip z ig ,  1883, p p . 129 f f .  
and G o ttsch ed *s  l e t t e r  to  J .E . S c h le g e l o f  December 30 , 1742, 
(Modern Language R eview . XXXIV. 3 , J u ly  1939, p p . 4 03 f f . )
See a l e t t e r  fro m  K bn ig  to  Bodmer o f May 15, 1725, c i te d  by 
J .E . R e ic h e l (G o tts c h e d . B e r l in ,  1908, I ,  p . 5 1 2 ).
C r it is c h e  D ic h tk u n s t . J . J .  B r e i t in g e r ,  Z u r ic h ,  1740;
C r it is c h e  Abhandlung von  dem VVunderbaren. J . J .  Bodmer, Z u r ic h ,  
1740;
C r it is c h e  B e tra ch tu n ge n  ube r d ie  P o e tisch e n  Gemahlde, d e r D ic h te x . 
J . J .  Bodmer, Z u r ic h  u .  L e ip z ig ,  1741.
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B is .course d e r M ah le rn  we f i n d ,  a lo n g  a l l  the  rem arks abou t e xa c t 
im i t a t io n  and c o p y in g , c o n s id e ra b le  im p o rta n ce  a t t r ib u te d  to  th e  
im a g in a t io n  and to  th e  p a ss io n  o f th e  a r t i s t  f o r  h is  s u b je c t .
And, more im p o r ta n t s t i l l ,  we f i n d ,  even i f  i n  undeve loped fo rm , 
an a tte m p t to  d e s c r ib e  the  c re a t iv e  p rocess w h ich  p o in ts  away 
fro m  s la v is h  im i t a t io n  t o  more f r u i t f u l  th e o r ie s .  I t  i s  the 
p o e t 's  bus iness to  communicate n o t m e re ly  th e  o b je c t ,  th a t  
v M c h  he has seen, h e a rd , e x p e rie n c e d , b u t h is  own im p re s s io n  
o f i t  to o ; and i n  such a way th a t  i t  a rouses th e  same im p re s s io n  
i n  th e  re a d e r * "Wenn e r m it  so lche n  angemessenen W brten da von 
r e d e t ,  welche n u r eben d ie s e  Iben  Id e e n  davon e rw ecken, d ie  e r 
h a t . . . . . .  so sage ic h ,  dass e r  n a tu r l ic h  s c h re ib e ."  S ix  yea rs
la t e r  i n  h is  w ork on th e  E in b i Id u n g s k r a f f t ^  Bodmer developed 
t h is  id e a ,  i n s is t in g  f a r  more f o r c e f u l l y  th a t  p h o to g ra p h ic a lly  
a c c u ra te  re p ro d u c t io n  i s  n o t enough; t h a t  a d e s c r ip t io n  must 
c a l l  f o r t h  a l l  th e  concom itan ts  o f th o u g h t and fe e l in g  iid iich  
th e  o r ig in a l  had aroused i n  th e  w r i t e r .  A g a in , as i n  F e in d , 
th e  t e s t  o f  "n a tu ra ln e s s "  l ie s  n o t i n  any r e la t io n  o f w ork o f 
a r t  to  o r ig in a l  i n  n a tu re , b u t i n  th e  response w h ich  the w ork 
c a l ls  f o r t h  i n  th e  r e c ip ie n t .  And Bodmer now re c o g n is e s  th a t  
th e  way t o  a ch ie ve  the  r i g h t  response i s  by s e le c t io n ,  by 
p ic k in g  o u t w hat i s  im p o r ta n t and ig n o r in g  th e  r e s t ,  thus  
c o n c e n tra t in g  th e  a t te n t io n  and h e ig h te n in g  the  im p re s s io n . ' 
T h is  i s  th e  germ o f  B r e i t in g e r 's  th e o ry  o f th e  a b s t r a c t io  
im a g in a t io n is .
Yet th e  im p re s s io n  w h ich  these f r u i t f u l  id e a s  m ig h t have 
made was d is s ip a te d .  R a th e r i t  was n o t c o n c e n tra te d . The id e a s  
were n o t y e t o rg an ise d  i n t o  a s y s te m a tic  th e o ry  w ith  good 
p ro p a g a n d is t v a lu e  —  e a s i ly  re c o g n is a b le ,  e a s i ly  a s s im i la b le .  
Id e a s , however good, produced i n  d e s u lto r y  fa s h io n ,  co u ld  a v a i l  
l i t t l e  a g a in s t such a we 1 1 -o rgan ise d  campaign as. G o tts c h e d 's , 
w ith  i t s  i n f a l l i b l e  and com prehensive g u id e -b o o k  w h ich  guaranteed 
to  conduct th e  re a d e r  th ro u g h  a l l  th e  v a s t ,  w ide re a lm  o f  
l i t e r a t u r e  w ith  th e  h e lp  o f b u t one s im p le  l i t t l e  p r in c ip le .
1 D ie  D isco u rse  d e r M a h le rn . Zu roh , 1721, 1722 (P ts .  I  -  I I I ) .
D ie  N iahler oder D isco u rse  von den S i t te n  d e r Mensohen. d e r
v ie r d te  und le t z te  T h e i1 . Z u r ic h , 1723.
2 jQel. c i t . .  I .  S t .  X IX . C f .  IV ,  S t .  X V I I .
3 Von dem E in f lu s s  und Gebrauche d e r E in b i I d u n g s k r a f f t .
J . J .  Bodmer, F ra n c k fu r t  und L e ip z ig ,  1727.
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Thus i t  came abou t t h a t ,  a lth o u g h  th e  e ig h te e n th  c e n tu ry  b e fo re  
th e  appearance o f th e  C r it is c h e  D ic h tk u n s t was by no means 
d e vo id  o f u tte ra n c e s  ab ou t p o e try ,  t a s te ,  im a g in a t io n ,  r e a lis m , 
d ra m a tic  c o n v e n tio n , a l l  these  v a r ie d  v o ic e s , d is c u s s in g  on 
indep enden t l in e s ,  were drowned f o r  a tim e  by one v o ic e ,  ra is e d  
above th e  r e s t  and im po s in g  th e  u n i f o r m ity  o f a r i g i d  system ; 
so t h a t ,  by th e  tim e  E l ia s  S c h le g e l a r r iv e d  i n  L e ip z ig ,  the  
view s w h ich  counted viere those propounded by G o ttsch e d . I t  i s  
a g a in s t th e se  th a t  we have to  measure S c h le g e l.
A p a rt fro m  i t s  com prehensive n a tu re  w h ich  s u p p lie d  a need 
o f th e  t im e ,  th e  success o f G o ttsched *s  C r i t is c h e  D ic h tk u n s t 
d e r iv e d  s o le ly  fro m  th e  p o s i t io n  o f a u th o r i t y  w h ich  i t s  a u th o r  
managed t o  secure  f o r  h im s e lf .  The sequence o f even ts  i n  h is  
r is e  t o  power a re  to o  w e ll-kn o w n  to  re q u ire  more than  b r ie f  
re fe re n c e  h e re . As B ê lo u in  has p o in te d  o u t,  th e  p la ce  i t s e l f  
was n o t w ith o u t  in f lu e n c e .^  A happy co m b in a tio n  o f c ircu m s ta n ce s  
p ro v id e d  t h a t  G o ttsch e d , a man n o t o n ly  o f a m b it io n  b u t o f 
sound commonsense, u n t i r in g  energy and dogged p e rse ve ra n ce , 
shou ld  come to  L e ip z ig ,  o f a l l  th e  towns i n  Germany th e  one most 
fa v o u ra b le  f o r  h is  subsequent a c t i v i t y ;  a town whose c u ltu re  
was i n  th e  hands, n o t o f a c o u r t ,  b u t o f an academ ic a r is to c r a c y  
r e c r u i te d  fro m  p ro fe s s io n a l and b o u rg e o is  c i r c le s ;  and th a t  
th e re ,  b e in g  f i r e d  w ith  th e  d e s ire  t o  re fo rm  th e  German th e a t r e ,  
he shou ld  have th e  good fo r tu n e  to  f i n d  a tro u p e  o f p la y e rs  
whose d i r e c t o r  was f i n a l l y  persuaded t o  a s s is t  h im  i n  h is  e f f o r t s .  
But i n  G o ttsched *s  ra p id  advance t o  a p o s i t io n  o f unpreceden ted  
a u th o r i t y  we n e v e rth e le s s  have t o  g iv e  him  c r e d i t  f o r  the  
m a s te r ly  fa s h io n  i n  vd iich  he n e g le c te d  no o p p o r tu n ity  o f fo l lo w in g  
up one s t r a te g ic  v ic t o r y  w ith  a n o th e r ; f o r  th e  way i n  i ^ i o h  he 
c o n s o lid a te d  h is  p o s i t io n  a t  e ve ry  s tage  and extended  h is  
a c t i v i t i e s  i n  a l l  d ir e c t io n s  so th a t  th e y  embraced th e  th re e  
s id e s  o f h is  u n d e r ta k in g ; p r a c t ic a l  management, d ra m a tic  p ro ­
d u c t io n  and c r i t i c a l  th e o ry .  He made use o f e v e ry  advantage 
o f fe re d  by h is  o f f i c i a l  p o s it io n  as S e n io r o f th e  Deutsche 
G e s e lls c h a f t  and as p ro fe s s o r  i n  th e  u n iv e r s i t y .  H is w ife ,  
p u p i ls ,  f r ie n d s  were a l l  i n  tu r n  p ressed  in t o  s e rv ic e  to  f u r t h e r  
th e  r e a l i s a t io n  o f h is  pu rpo se .
■tfVhen he came t o  L e ip z ig  G o ttsched  lo s t  no tim e  i n  e n su rin g  
f o r  h im s e lf  a p la c e  i n  academ ic c i r c le s .  S ince i t s  fo u n d a t io n  i n  
1697, th e  Deutschubende G e s e lls c h a f t  had been in t im a t e ly  connected
1 B é lo u in ,  _pp. c i t . . p .  68;
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w ith  th e  u n iv e r s i t y .  G ottsched a r r iv e d  i n  th e  tovm on Feb rua ry  
18, 1724. By th e  1 s t Ijüarch he was a member o f t h is  s o c ie ty .
Two yea rs  la t e r  he became i t s  S e n io r .  Soon a f t e r  h is  a r r i v a l ,  
to o ,  he e n te re d  th e  house o f B urkhard  liÆencke as t u t o r .  He th u s  
had easy access to  M encke's famous l ib r a r y  -  a f a c t  o f no s m a ll 
im po rta n ce  when one c o n s id e rs  th e  amount o f re a d in g  he d id  b e fo re  
w r i t in g  h is  C r it is c h e  D ic h tk u n s t . By 1731 he was P ro fe s s o r o f 
P o e try  i n  th e  u n iv e r s i t y ;  th re e  ye a rs  la t e r  he was made P ro fe s s o r 
o f L o g ic  and M e taphys ics  to o .  He had now a r r iv e d  i n  a p o s i t io n  
fro m  w h ich  he cou ld  e x e r t  in f lu e n c e  and spread d o c t r in e s .
As e a r ly  as 1725, s c a rc e ly  a ye a r a f t e r  h is  a r r i v a l  i n  
L e ip z ig ,  G o ttsched  had take n  th e  f i r s t  s te p  tow ards the  g e n e ra l 
c u l t u r a l  im provem ent o f th e  p e o p le , by th e  p u b l ic a t io n  o f h is  
p e r io d ic a l  D ie  V e rn u n ft ig e n  T a d le r in n e n . fo l lo w e d  i n  1727 by 
Der Bieder^nann. I  I n  these  e a r ly  y e a rs ,  to o ,  a re  to  be fo u n d  the  
beg inn ings  o f  h is  in t e r e s t  i n  th e  th e a t r e .  The tro u p e  whose 
perfo rm ances he f i r s t  w itne sse d  was th a t  o f H offm ann, and th e  
a c t in g  o f  Frau Neuber in s p ir e d  him to  w r ite  a long  passage on 
th e  th e a tre  i n  D ie  V e rn u n ft ig e n  T a d le r in n e n . I t  was i n  t h i s  way 
th a t  he had th e  o p p o r tu n ity  o f see ing  a r e g u la r  tra g e d y , C o r n e i l le 's  
C id  i n  t r a n s la t io n ,  and fro m  t h is  moment he de te rm ined  t h a t  here  
was th e  ty p e  o f p la y  w h ich  ought t o  be pe rfo rm ed  r e g u la r ly .  Then 
what an  in s tru m e n t th e  th e a tre  m ig h t be i n  b r in g in g  abou t th e  
c u l t u r a l  im provem ent he had i n  m ind ! But u n fo r tu n a te ly  th e  r e s t  o f 
H o ffm ann 's  r e p e r to i r e  was made up o f  v a s t ly  d i f f e r e n t  m a te r ia l  -  
" la u te r  s c h w u ls tig e  und m i t  Ear le  k in s  L u s tb a rk e ite n  un te rm engte  
Haupt -  und S ta a ts  -  A c t io n e n , la u te r  u n n a tu r l i  che R om anstre i che 
und L iebe  8v e r w irru n g e  n , la u te r  p b b e lh a fte  F ra tz e n  und Z o te n .” ^
Thus in d is c r im in a te ly  d id  G o ttsched  condemn th e  German p la y s ,  though 
some among them a s , f o r  in s ta n c e .  Koh l h a rd 's  C harles  X I I . m ig h t 
w e l l  have m e r ite d  a more fa v o u ra b le  v e r d ic t .
T h is  d e p lo ra b le  s ta te  o f  a f f a i r s  G o ttsched  now s e t out to  
r e p a i r  and he saw c le a r ly  what had to  be done . He had to  e f fe c t  
a change i n  th e  drama i t s e l f ,  i n  the  a c to rs  who p re se n te d  i t  and 
i n  th e  p u b l ic  who w itn e sse d  i t .  H is  e a r ly  p e r io d ic a ls  re p re s e n t
These p e r io d ic a ls  a re  p a r t i a l l y  r e p r in te d  i n  G o tts c h e d 's  
Gesammelte Sehr i f  t e n , ed . S . R e ic h e l,  v o ls .  1 - 4 ,  B e r l in ,
1902 -  12.
From th e  p re fa ce  to  C a to . Joh . C h r is t .  G o ttscheds S te rbende r 
C a to , e in  T ra u e rs p ie l.  nebs t e in e r  C r it is c h e n  V o rre d e .
L e ip z ig ,  1732.
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h is  f i r s t  e f f o r t  i n  th e  d i r e c t io n  o f th e  p u b l ic .  He n e x t t r i e d  
t o  w in  over th e  a c to r s ,  to  in t e r e s t  them i n  h is  p la n  f o r  p ro d u c in g  
o n ly  re g u la r  p la y s .  T h is  was n o t easy b u t h is  in s is te n c e  f i n a l l y  
met w ith  su cce ss , and he ach ieved a perform ance o f th e  Cid i n  a 
new t r a n s la t io n  by th e  mayor o f L e ip z ig ,  o f C inna t r a n s la te d  by 
a Nnrnberg c o u n c i l lo r  and o f R acine*s Ip h ig é n ie  t r a n s la te d  by 
h i m s e l f H i s  p r o je c t  th u s  appeared to  have re c e iv e d  th e  b le s s in g  
o f c i v ic  a u th o r i t y  and w ith  i t  th a t  m an tle  o f r e s p e c t a b i l i t y  
w h ich  w ou ld  ensure i t s  success among th e  m id d le -c la s s e s .
T h is  was i n  1729. W ith  c le a r  in s ig h t  in t o  th e  need f o r  
c o n s o l id a t in g  h is  p o s i t io n ,  G o ttsched  i n  th e  n e x t ye a r fo l lo w e d  
up h is  v i c t o r y  w ith  th e  p u b l ic a t io n  o f h is  t h e o r e t ic a l  m a n ife s to ,  
th e  G ritis ch ^e  D ichtkunat.A , T h is  had th e  e f f e c t  o f  e x te n d in g  h is  
in f lu e n c e  beyond th e  n a rro w  l im i t s  o f L e ip z ig ,  N um ber g and 
B raunschw eig  where th e  re g u la r  p la y s  were p e rfo rm e d , and a t  th e  
same tim e  o f  g iv in g  him  a d d i t io n a l  a u th o r i t y  i n  th e  eyes o f  th e  
a c to rs *
M th o u t  these  a c to rs  th e  whole o f G o ttsch ed *s  e n te rp r is e  
m ust have fo u n d e re d . The a lm o s t m is s io n a ry  z e a l re v e a le d  i n  
th e  le t t e r s  o f Johann Neuber i s  th e  m ost s t r i k in g  te s tim o n y  to  
G o ttsch ed *s  in f lu e n c e  i n  those  ye a rs  round abou t 1730. THe 
w r ite s  o f th e  in d u s t r y  and perseverance  o f th e  a c to r s ,  n o t o n ly  
i n  th e  p r a c t i c a l  ta sks  o f t h e i r  tra d e  b u t i n  th e  t r a n s la t io n  o f 
r e g u la r  p la y s  f o r  th e  r e p e r t o i r e .  H is  a n x ie ty  to  w in  over th e  
p u b l ic  and n o t to  f r ig h t e n  them o f f  by to o  p r e c ip i t a te  a c t io n  i s  
shewn by a d ip lo m a t ic  re g a rd  f o r  th e  a d v is a b i l i t y  o f  in t r o d u c in g  
th e  new s t y le .  Thus fro m  Murnberg he w r i te s :  "da  w ir  h ie r  d ie  
Woe he n u r 2 m ahl a g ire n ,  so h a b e  e r s t  d ie  Z e it  e rw a rte n  mus sen , 
b is s  ic h  e r fa h re n ,  ob es m o g lic h  sey den h ie s ig e n  e in e n  Geschmack 
davon bey zu b r i n g e n . T h e  d i f f i c u l t i e s  o f in t ro d u c in g  th e  new 
r e p e r to r y  m ust o f te n  have been w e l l - n ig h  in s u p e ra b le  and a t  one 
p o in t  a w is t f u l  s p e c u la t io n  as t o  th e  p o s s ib ly  h ig h e r  p r o f i t s  
w h ich  th e  o ld  type  o f p la y  would have y ie ld e d  in t r u d e s  a lm o s t 
a g a in s t h is  w i l l :  " V ie l le i c h t  -  doch n ic h t  gew iss -  w iirden w ir
1 C f.  Eugen R e ic h e l,  p i t . .  I ,  p . 513.
2 L e t te r  o f J u ly  2 1 , 1731, c ite d  by Reden-Bsbeck, o i i . . , p . 101.
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e t l .  T h a le r me h r e ro b e r t  haben, wenn w ir  la u te r  abgeschnackte  
h ie s ig e  b u r g l .  Mode S tucke a u f fu h r te n . "  But r e s o lu te ly  he 
brushes th e  th o u g h t a s id e ; "da w ir  aber e inm ah l was gu tes  
ange fangen , so w i l l  i c h  n ic h t  davon la s  sen, so la  ng ic h  noch 
1 g r .  d a ra n  zu wenden habe. Denn g u t muss doch g u t b le ib e n . " ^
The same c o n f id e n t  courage i s  expressed in  phrases such a s ; 
" e n d l ic h  w ird  doch was draus werden mus sen" and " m it  d e r  Z e i t  
w ird  s ic h s  geben" w h ich  occur th ro u g h o u t th e  l e t t e r s .  Even 
fro m  Hamburg, where th e  Neubers n e ve r had g re a t success and 
f r e q u e n t ly  had to  r e v e r t  to  the  o ld  s t y le ,  he w r i t e s ;  "D ie  
Mvihe so zu V erbesserung  des Geschmacks angewendet w ird  s c h e in e t 
n ic h t  ga r vergebens zu s e y n ."2  M ien i t  f i n a l l y  becomes im ­
p o s s ib le  t o  c o n tin u e  he w r ite s  w ith  a re g re t  w h ich  is  s im p le  and 
s in c e re ; "Es k ra n k e t m ich  im  H erzen, wenn i c h  bedencke, was Ew. 
H ochede lgeb. s ic h  unserntw egen v o r  Muhe gegeben, und wenn ic h  
dabey u b e r le g e , dass S ie  n ic h t  b a ld  d ie  Freude haben s o l le n ,  
den V o rs a tz  a u s g e fu h rt zu sehen. D ieses i s t  m ein E rn s t und 
ke in e  S c h m e ic h e le y ."^
G o ttsched  n o t o n ly  persuaded th e  Neubers t o  a c t th e  k in d  o f 
p la y s  w h ich  he a d m ire d , b u t induced  them to  a d o p t the  measures 
w h ich  he advoca ted  f o r  im p ro v in g  th e  s o c ia l  s ta tu s  o f th e  a c to r .  
The m a n tle  o f  r e s p e c t a b i l i t y  must descend on them to o .  T h is  was 
v e ry  n e cessa ry  i f  th e  th e a tre  was t o  be a c u l t u r a l  fo rc e  as 
G o ttsched  hoped. A c to rs  were s t i l l  a de sp ised  p e o p le , condemned 
as lo o s e - l iv in g  and im m o ra l. As la te  as 1692 V e lth e r  had been 
de n ie d  th e  sacram ent on h is  d e a th -b e d t O ften  th e  a c c u s a tio n s  o f 
im m o ra l i ty  were t r u e ;  b u t w he the r th e y  were o r n o t ,  G o ttsched  
had t o  guard  a g a in s t them be in g  made, o th e rw ise  h is  p r o je c t  was 
l i k e l y  t o  f a i l .  Thanks to  F rau  Neuber*s c o -o p e ra t io n ,  he was 
a b le  to  n o te  a d i s t i n c t  im provem ent i n  th e  m o r a l i t y  and b e h a v io u r 
o f  th e  a c to r s .  T h is ,  i n  f a c t ,  became t r a d i t i o n a l ,  and i n  th e  
r e g u la t io n s  drawn up by a l l  la t e r  t h e a t r i c a l  companies much 
a t t e n t io n  i s  devoted  to  s tandards o f conduct and p r o p r ie ty .
M eanw hile G o ttsched  co n tin u e d  to  f o l lo w  up h is  success . 
A f t e r  th e  p u b l ic a t io n  o f th e  G r i t is c h e  D ic h tk u n s t . he a g a in  
tu rn e d  h is  a t te n t io n  to  th e  drama and produced i n  1732 th e
1 L e t te r  o f  J u ly  21 , 1731, o ite d  by Redeu-Esbeck, (op.,_oJ. t . . p . lO l)
2 L e t te r  o f J u ly  12 , 1732, ib id . . ,  p . 114.
3 L e t te r  o f  kiay 2 , 1736, jg i jb . , p .  197.
4 o f .  V a i l i  F le m in g , D ie  Qper, e d . j â l . ,  p .  13.
20.
f i r s t  " o r ig in a l "  German tra g e d y , Der S terbende C a to , i n  r e a l i t y  
a more or le ss  f r e e  t r a n s la t io n  o f Des champ's Cat on d 'U t io u e , 
th e  end however in f lu e n c e d  by A d d is o n 's  p la y  on th e  same them e.
In  th e  same y e a r ,  w ith  th e  im provem ent o f th e  g e n e ra l p u b l ic  i n  
v ie w , he founded a p e r io d ic a l  to  be composed e x c lu s iv e ly  o f 
a r t i c l e s  on language and l i t e r a t u r e . I  He was thus p ro v id e d  
w ith  an e x c e l le n t  channe l f o r  c i r c u la t in g  h is  ideas  and a i r in g  
h is  c r i t i c i s m .  The n e x t im m edia te  n e c e s s ity  was the  c re a t io n  
o f an adequate r e p e r t o i r e ,  and G ottsched would d o u b tle s s  have 
l ik e d  to  s t a r t  s t r a ig h t  away on a D eutsche Schaubuhne, an 
a n th o lo g y  o f s u ita b le  p la y s .  But here m a tte rs  were r a th e r  ou t 
o f  h is  c o n t r o l ,  r e lu c ta n t  as he was to  a d m it i t .  T h is  p r o je c t  
had p e r fo rc e  t o  w a it  u n t i l  th e  p la ys  were fo r th c o m in g . The la c k  
o f p la y s  was one o f N euber's  g re a t d i f f i c u l t i e s .  G o ttsched  used 
t o  l e t  h im  have them w ith o u t d e la y , even sending on is o la te d  
scenes and a c ts  as th e y  were re a d y . He n e ve r ceased t o  u rge  h is  
p u p i ls  t o  t r a n s la t io n  and independen t p ro d u c t io n . T h e ir  
ach ievem ents  were embodied some ye a rs  la t e r  i n  th e  s ix  volumes 
o f th e  S c h a u b u h n e A lth o u g h  t h is  appeared when th e  p e r io d  o f 
G o tts c h e d '8 supreme in f lu e n c e  was p as t and th e  d e c lin e  had a lre a d y  
s e t  i n ,  th e  p la y s  co n ta in e d  i n  i t  n e v e rth e le s s  re p re s e n t th e  
p r a c t i c a l  r e s u l t s  o f h is  re fo rm s , p ra c t ic e  in e v i t a b ly  fo l lo w in g  
p re c e p t a t  some l i t t l e  d is ta n c e  o f t im e .
No s in g le  one o f G o ttsched  *s ach ievem ents i s  s u f f i c ie n t  i n  
i t s e l f  t o  accoun t f o r  h is  phenomenal su cce ss . One m ig h t be tem pted 
t o  f in d  th e  key t o  i t  i n  th e  m any-sidedness o f h is  a c t i v i t y ,  a l ­
th o u g h  t h is  i n  i t s e l f  does n o t p ro v id e  a c o m p le te ly  s a t is fa c to r y  
e x p la n a t io n  e i t h e r .  But t h i s  a c t i v i t y  extended i n  th re e  d ir e c t io n s ;  
i t  was concerned w ith  p o e t ic  th e o ry ,  w i t h  th e  c re a t io n  o f drama 
and w i t h  th e  th e a t r e .  And h e re , i n  th e  la s t-n a m e d , we have th e  
c ru x  o f th e  whole m a t te r .  I n to  th a t  u n io n  o f p o e t ic  th e o ry  and 
p r a c t ic e ,  w h ich  to  some e x te n t had a lre a d y  been a ch ie ve d  by o th e rs .
1 T h is  was th e  Bevtrfetge zu r G r it is c h e n  H is to r ié  d e r D eutache ji 
Sp ra c h e . e d . c i t .
2 D eutsche Schaubuhne nach den Regein der a lte n  Grie.chen u M  
Rcmer e in g e r ic h t e t . L e ip z ig ,  1741-6 .
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he in tro d u c e d  a t h i r d  e le m e n t, in d is p e n s a b le  f o r  th e  
deve lopm ent o f l i t e r a r y  drama -  th e  e lem ent o f t h e a t r i c a l  
p ro d u c t io n .  T h is  i s  w hat d is t in g u is h e s  him  fro m  h is  
co n te m p o ra rie s  and p re d e ce sso rs , and ensures h im  success , 
even though  h is  own w r i t in g s  and h is  whole approach to  
l i t e r a t u r e  may b e , i n  th e m se lve s , f a r  le ss  v a lu a b le  th a n  
t h e i r s .  I t  i s  th e  te s tim o n y  o f Johann Neuber, th e  a c to r ,  
n o t t h a t  o f  any academic a s s o c ia te , w h ich  fu rn is h e s  us w i t h  
th e  key to  G o tts c h e d 's  a u th o r i t y .  ' I t  i s  h is  a s s o c ia t io n  w ith  
th e  th e a tre  and w ith  th e  a c t in g  p ro fe s s io n ,  and n o t az^rth ing  
he w ro te ,  M iic h  g ive s  him  a p la ce  i n  l i t e r a r y  h is t o r y .  From 
now on, i t  i s  p o s s ib le  th a t  a p ro p o r t io n  a t  le a s t  o f  th e  
a c te d  drama w i l l  be l i t e r a r y  drama. A kn o t has been t ie d  
betw een th e  tw o -  and i t  rem ains t ie d  d e s p ite  se tbacks  and 
in t e r r u p t io n s .  I t  has been s a id  th a t  G ottsched c lo se s  an 
epoch and t h a t  p rogress was o n ly  p o s s ib le  th ro u g h  r e a c t io n  
a g a in s t  h im . And th e  s ta te m e n t has i t s  t r u t h .  B ut i n  one 
sense a t  le a s t  he i s  a b e g in n e r, and p rogress was o n ly  
p o s s ib le  because o f what he had done.
22.
G o ttsch e d 's th e o ry
I n  th e  p re c e d in g  s e c t io n  we t r i e d  to  g iv e  a p ic tu re  o f the  
p e c u l ia r  a u th o r i t y  w ie ld e d  by G ottsched and to  shew how i t  
happened t h a t ,  a t  th e  tim e o f E l ia s  S c h le g e l's  a r r i v a l  i n  L e ip z ig ,  
h is  was th e  o n ly  th e o ry  o f p o e try  w hich  c a r r ie d  w e ig h t.  We now 
tu r n  to  an e x a m in a tio n  o f th a t  th e o ry  i t s e l f ,  f o r  o n ly  th u s  can we 
measure th e  degree o f S c h le g e l's  advance beyond i t  and th e  va lu e  o f 
h is  r e a c t io n  a g a in s t i t .  The m a te r ia l  used i n  th e  fo l lo w in g  accoun t 
has been ta k e n  m a in ly  fro m  th e  G r it is c h e  D ic h tk u n s t b u t a ls o  fro m  
a r t i c le s  i n  th e  ^ e v t ra g e . Views ta ke n  fro m  anonymous a r t i c le s  i n  
th e  l a t t e r  v M c h  c le a r ly  t a l l y  w ith  g e n e ra lly  accepted  G o ttsch e d ia n  
argum ents a re  assumed to  have been sponsored or approved by h im .
G o ttsched  h im s e lf  a d m itte d  humbly enough th a t  h is  G r it is c h e  
D ic h tk u n s t was n o t o r ig in a l ;  i t  was a c o m p ila t io n  o f th e  idea s  o f 
th e  v a r io u s  c r i t i c s  he had re a d . T h is  was n o t i n  i t s e l f  a f a u l t .
But u n fo r tu n a te ly  he d id  n o t r e f l e c t  on th e  id e a s  and a tte m p t to  
fu s e  them to g e th e r .  The r e s u l t  i s  a work w h ich  i s  v a l id  i n  p a r ts  
where he happens to  have h i t  on a good s o u rce , b u t w h ich  has l i t t l e  
v a lu e  v iew ed as a vd io le . I t  la c k s  hom ogeneity and i s  f u l l  o f 
d is c re p a n c ie s  and in n e r  c o n t r a d ic t io n s .  Whatever o f t r u t h  and 
im p o rta n ce  he may say on one page i s  n u l l i f i e d  a fe w  pages la t e r  
by th e  e x p re s s io n  o f a d ia m e t r ic a l ly  o p p o s ite  v ie w . Th is  leaves 
us w i t h  th e  f e e l in g  th a t  n e ith e r  v ie w  has been a s s im ila te d  or 
c o m p le te ly  u n d e rs to o d , and d e p r iv e s  the  w ork o f  any c o -o rd in a t in g  
th re a d  o f o p in io n .  One m igh t im ag ine  th a t  G ottsched possesses no 
p e rs o n a l c o n v ic t io n  w h ich  moves him  to  adopt one th e o ry  and to  
r e je c t  a n o th e r .  I n  a way th is  i s  t r u e .  He has no a e s th e t ic  
c o n v ic t io n s .  But he has v e ry  s tro n g  p r a c t ic a l  c o n v ic t io n s  and 
t h is  i s ,  i n  p a r t ,  th e  r o o t  o f  th e  t r o u b le .  P r a c t ic a l  c o n s id e ra t io n s  
overshadow the  r e s t .  G e rta in  th e o r ie s  w ith  th e  w e ig h t o f  long  
t r a d i t i o n  beh ind  them may n o t be o m itte d ; f o r  German c u ltu re  may 
be a la te -c o m e r i n t o  th e  European fa m i ly ,  b u t th e  f a c t  o f a common 
lin e a g e  m ust be e s ta b lis h e d  beyond any shadow o f d o u b t. On th e  
o th e r  hand, p r a c t ic a l  r u le s  o f a k in d  s u ita b le  f o r  th e  gu idance 
and h e lp  o f  young poe ts  m ust be in c lu d e d  to o ,  even when th e y  
c o n f l i c t  w ith  th e  m a in  th e o r ie s .  For th e  g o a l i s ,  a f t e r  a l l ,  n o t 
to  p roduce  a p h ilo s o p h y  o f p o e t r y ,  b u t t o  enab le  German w r i t e r s  
t o  produce works w h ic h  w i l l  r i v a l  those o f th e  F rench .
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G ottsch ed  re q u ire d  a co n ve n ie n t p r in c ip le  on w h ich  he cou ld  
base a l l  fo rm s o f l i t e r a t u r e .  He b e lie v e d  he had found i t  i n  th e  
th e o ry  o f th e  im i t a t io n  o f n a tu re . I n  th e  f r o n t is p ie c e  o f h is
he guaran tees to  shew th ro u g h o u t, "dass das in n e re  Wes en 
de r P oes ie  i n  e in e r  Nachahmung de r N a tu r b e s te h e ."  T h is  he 
in s is t s  on , r e je c t in g  f i r m ly  th e  id e a  th a t  ve rse  i s  th e  c r i t e r io n  
o f v ^ e th e r  a work i s  p o e try  o r n o t .  V e r s i f ic a t io n  i s ,  a t  m o s t, an 
ornam ent; th e  v a lu e  o f  a poem depends on i t s  c o n te n t.  S c o rn fu l ly  
he r e fe r s  t o  &eimschmiede and to  those  -vàio a t ta c h  undue im po rta nce  
to  e x te r n a l  fo rm ; "K in d e r und Unwissende b le ib e n  am a u s s e r l ic h e n  - 
k le b e n , und sehen auch e ine  s c a n d ir te  und ge re im te  P rosa f u r  e in  
G e d ic h t . " l  The w orks o f  a s c ie n t is t  or h is t o r ia n ,  ju s t  because 
th e y  happen to  be w r i t t e n  i n  ve rse  cannot be c a lle d  p o e try ;  f o r  
th e  d is t in g u is h in g  m ark o f a po e t i s  th a t  he im it a te s .  I n  r e p ly in g  
t o  p o s s ib le  o b je c t io n s  t o  t h i s ,  G ottsched p o in ts  o u t; " N ic h t  a l lé s ,  
was e in  G e s c h ic h ts o h re ib e r  t h u t ,  das th u t  e r a Is  e in  G e s c h ic h t- 
s c h r e ib e r . . . .d ie  B i ld e r  und e rd ic h te te n  Reden, so i n  G e s c h ic h ts - 
buchern  vorkcmmen, s in d  p o e tis ch e  K unsts tU cke , d ie  e in  G e sch ich t- 
s c h re ib e r  nu r e n t le h n t ,  urn e in e  tro c k n e  B rzah lung  dadu rch  e in  
wen ig  a n m u th ig e r zu m a c h e n .. . . " ^
E x te rn a l fo rm , th e n , i s  n o t o f  p r im a ry  im p o rta n c é . I n  thus 
s t r e s s in g  th e  c o n te n t o f l i t e r a t u r e ,  G ottsched made a d i s t i n c t  
advance on h is  p re d e ce sso rs , and a t  the  same tim e  ch a lle n g e d  
con tem pora ry  rh y m s te rs  and th e  p r e v a i l in g  fa s h io n  o f a c c la im in g  
as a p o e t anyone who cou ld  produce a fe w  l in e s  w hich  scanned said 
rhym ed.
U n fo r tu n a te ly ,  he i s  n o t a b le  t o  m a in ta in  t h is  s ta n d p o in t 
c o n s is te n t ly  th ro u g h o u t.  Towards th e  end o f th e  G r i t is c h e  D ic h tku n s t 
he d o e s , a f t e r  a l l ,  concede the  name o f p o e try  to  s c i e n t i f i c  and 
p h i lo s o p h ic a l  s u b je c ts  tre a te d  i n  v e rs e , even though th e y  do n o t 
" im i t a t e "  n a tu re .  And he j u s t i f i e s  h is  compromise w ith  th e  
s u r p r is in g  c la im  th a t  odes, e le g ie s  e tc .  a re  reckoned as p o e try  
s o le ly  on accoun t o f  th e  fa c t  th a t  th e y  a re  i n  v e rs e , "o b g le ic h  
s e lte n  e in e  F a be l d a r in n  vo rkcm m t." On these  grounds s c ie n t i f i c  
and p h i lo s o p h ic a l t r e a t is e s  i n  ve rse  cannot be den ied  th e  name o f 
p o e try  e i t h e r . ^  The c r i t e r io n  o f what i s  p o e try  would now seem to  
be le s s  c le a r ly  and f i r m l y  f ix e d  in  h is  m in d .
1 G.D. . p. 90. The re fe re n c e s , except where o th e rw ise  s ta te d ,  a re  
to  th e  2nd. e d i t io n ,  1737.
2 I b i d . . pp . 95 , 96 .
3 I b i d . . p . 609.
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D e s p ite  such la p s e s , how ever, G ottsched»s o f f i c i a l  p o s it io n  
was t h a t  th e  essence o f p o e try  l ie s  in  th e  im i t a t io n  o f n a tu re .
TIttiat does he mean by n a tu re ?  What is  to  be im ita te d ?  H is  in t e r e s t  
i s  m a in ly  i n  human n a tu re . Man, h is  c h a ra c te r ,  h is  e m o tio n s , h is  
f a u l t s ,  these  a re  th e  c h ie f  concern  o f th e  p o e t. T h e o r e t ic a l ly  he 
i s  concerned w ith  " a l i e  Menschen i n  a l ie n  S tande n". I n  p r a c t ic e ,  
how eve r, G o ttsched  co n fin e s  h im s e lf  to  t a lk in g  abou t th re e  spheres ; 
c o u r t  l i f e ,  l i f e  among the  b o u rg e o is ie  i n  th e  tow ns, and a u to p ia n  -  
n o t an a c tu a l  -  c o u n try  l i f e . l  E x a c tly -h o w  much o f any o f these 
th re e  a sp e c ts  o f l i f e  may be re p re se n te d  i s  de te rm ined  by con­
s id e r a t io n s  o f decency and m o r a l i t y .  P a s to ra ls  may n o t d e p ic t  
shepherds as th e y  a re  to -d a y . T h e ir  l i f e  i s  to o  u n p le a s a n t; th e y  
have to o  many f a u l t s  and v ic e s .  D ia lo g u e , w r i t in g  i n  g e n e ra l,  must 
be " n a t u r a l " ;  b u t n a tu r a l  w ith  th e  q u a l i f i c a t io n  th a t  i t  must a vo id  
a l l  coarseness and im p ro p r ie ty .  The b u s in e ss  o f the  p o e t, as o f  th e  
p a in te r ,  i s  to  im i t a t e  "schone N a tu r " .  The word n a tu re ,  i n  f a c t ,  i n  
G o ttsch e d *s  m ou th , i s  a lways i m p l i c i t l y  q u a l i f ie d  by sound ccaamon- 
sense w ith  a d i s t i n c t l y  m o ra l b ia s .
Thus he l im i t s  v e ry  much th e  k in d  o f  n a tu re  th a t  i s  t o  be 
im i t a t e d .  "When we come to  ask how i t  is  t o  be im ita te d  we a t  once 
s t r i k e  a n o th e r c o n fu s io n , f o r  G ottsched i s  n o t a t  a l l  c le a r  as t o  
w hat i s  th e  medium o f l i t e r a t u r e .  A t one p o in t  he s ta te s  c o r r e c t ly  
th a t  words a re  th e  p o e t 's  medium; "D er Ma 1er ahmet s ie  (n a tu re ) 
d u rc h  P in s e l und F a r ben n a c h ;. .  .d e r Poet aber th u t  es d u rc h  e in e  
ta o tm a s s ig  abgemessene, oder s o n s t w ohl e in g e r ic h te te  R ede ."^  
E ls e w h e re , how ever, lo s in g  s ig h t  o f  the  f a c t  th a t  words a re  th e  
p o e t 's  medium, i n  w h ich  he works as the  p a in te r  works i n  p a in t  o r 
th e  s c u lp to r  i n  s to n e , he f a l l s  in t o  c o n fu s io n  and a s s e r ts  th a t  th e  
p o e t a ch ie ve s  h is  im i t a t io n  by means o f e i t h e r  a " l i v e l y  d e s c r ip t io n "  
or a " l i v i n g  p re s e n ta t io n  o f th e  o r ig in a l "  i . . . . ."D ie s e  Nachahmung 
d e r P oe ten  nun g e s c h ie h t v e m i t t e l s t  e in e r  seh r le b h a fte n  B esch re ibung , 
Oder gar le b e n d ig e n  V o rs te llu n g  d e s je n ig e n , was s ie  nachahm en.. . . "^
B ut w ha tever h is  u n c e r ta in ty  as to  th e  medium, G ottsched is
1 C .D ., pp . 136-140 . C f. C .B . X , v o l .  3 , p . 309; " M r  haben d re y e r le y  
L e b e n sa rte n  i n  d e r W e lt. D ie  e ine  i s t  das H o fle b e n ; d ie se s  s te  l i t  
das T ra u e r s p ie l  v o r .  D ie andre i s t  das S ta d t le  ben; das w ird  i n  
d e r  Kcmodie nachgeahm t. D ie  d r i t t e  i s t  das u n s c h u ld ig e  la n d  le  ben; 
und so lch e s  w ird  i n  S c h a fe rs p ie le n  a b g e s c h iId e r t . "
2 C .D . . p .  95 .
3 I b i d . . p . 90 .
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i n  no d i f f i c u l t y  a t  a l l  abou t th e  e f f e c t  th a t  an im i t a t io n  shou ld  
have. I n  p r in c ip le  a t  le a s t ,  a w ork sh o u ld  be c lo se  enough to  th e  
o r ig in a l  t o  evoke a com plete i l l u s i o n  o f r e a l i t y :  "D ie  S c h re ib a r t 
r i c h t e t  e r ( th e  p o e t) a l l e z e i t  nach den 8achen, d a m it e r  d ie  N a tu r 
besser nachahme. . . . .E r i s t  n ic h t  z u f r ie d e n ,  dass d ie  Worte m it  den 
B e g r i f f en ü b e re in s tim m e n , sondern  e r s t r e b t  nach was vollkommenerm 
und mac h t  d ie  S c h re ib a r t  d e r  Sache so a h n l ic h ,  dass man d ie  Sache 
s e lb s t  zu sehen g la u b t . " !  When he i s  w itn e s s in g  dram a, f o r  in s ta n c e ,  
th e  s p e c ta to r  wants to  fo r g e t  a lto g e th e r  th a t  he i s  i n  th e  th e a t r e .  
G e r ta in  th in g s ,  such as rhym e, p re v e n t h im  fro m  d o in g  t h i s .  They 
rem ind  him  th a t  i t  i s  o n ly  a p la y  and th e re b y  d e s tro y  th e  i l l u s i o n .  
G o ttsched *s  maxim i s  th e re fo re ;  im ita te  th e  o r ig in a l  as c lo s e ly  as 
p o s s ib le  and, as f a r  as drama i s  concerned , a vo id  u s in g  a n y th in g  
w hich w i l l  rem ind th e  s p e c ta to r  th a t  i t  i s  n o t a c t u a l i t y  w h ich  he 
sees b e fo re  h im .
T h is  i s  th e  p r in c ip le ,  and i t  suggests th e  k in d  o f crude 
n a tu ra l is m  w hich  we s h a l l  f in d  G ottsched  and h is  p u p i ls  a d v o c a tin g  
a t  e v e ry  tu r n ,  i n  arguments a b o u t v e rs e , m onologues, a s id e s , o p e ra , 
and abou t th e  p ro d u c tio n  o f dram a. But many th in g s  p re v e n t him 
i n  p r a c t ic e  fro m  c o n s is te n t ly  demanding such a f a i t h f u l  copy o f  
r e a l i t y .  H is b a s ic  p r in c ip le  o f  im i t a t io n  o f  n a tu re  f r e q u e n t ly  
has t o  y ie ld  to  o th e r  th e o r ie s  w h ich  a re  ju s t  as d e a r t o  him  and 
w ith  w h ich  he i s  unab le  to  r e c o n c i le  i t .
There is  f i r s t  o f  a l l  th e  q u e s t io n  o f s t y le .  G o ttsched  in s i s t s  
on a n a tu r a l  s t y le .  I n  so d o in g  he i s  m aking a s tand  a g a in s t th e  
f lo w e r y  e f fu s io n s  o f th e  second S i le s ia n  s c h o o l,  th e  ram pagings o f 
th e  H au p t- und S ta a ts a k tio n e n  and th e  f a n t a s t ic  im p r o b a b i l i t ie s  o f 
o p e ra t ic  l i b r e t t o s .  A t th e  same tim e  t h is  in ju n c t io n  t o  a v o id  th e  
t u r g id  and th e  e x tra v a g a n t, and to  adhere  more c lo s e ly  t o  th e  k in d  
o f  speech used by r e a l  peop le  i n  everyday l i f e ,  f i t t e d  i n  v e ry  
n ic e ly  w ith  h is  p r in c ip le  o f im i t a t in g  n a tu re .  But now, on th e  o th e r  
hand, we a ls o  f in d  him  d is t in g u is h in g  c a r e f u l ly  between p o e t ic  
s ty le  and o rd in a ry  everyday p ro s e ; and c le a r ly  th e re  i s  here an 
e lem ent opposed to  th e  s t r i c t  im i t a t io n  o f n a tu re . The e x p la n a tio n  
i s  to  be sought i n  th e  models he had always i n  v ie w  and w h ich  he 
in te n d e d  to  impose upon th e  German stage  u n t i l  t h e i r  l i k e  cou ld  be 
produced by n a t iv e  p o e ts . The language o f F rench  c la s s ic a l  tra g e d y  
was, how ever, v e ry  f a r  removed fro m  th a t  o f  o rd in a ry  c o n v e rs a tio n s , 
and i n  th e  m a tte r  o f  s ty le  th e r e fo r e ,  G o ttsched  abandons h is  m ain  
p r in c ip le .  O rd in a ry  th o u g h ts , words and phrases do n o t make p o e try ;
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"Niemand sage m ir ,  dass man d ie se s  a l lé s  auch i n  Prosa th u n  konne. 
P re y l ic h  kann es geschehen aber es w ird  auch a lsd a n n  e in e  ungebundene 
p o e tis ch e  S c h re ib a r t  seyn . K e in  g u te r  p ro s a is  che r S c rib e  n t  ha t 
jam a is  s o v ie l  Z ie r ra th e  zusaramengehaufet, und wenn e r es g e ta n  so 
haben a l la  C r i t i c i  g e s a g t, e r s c h re ib e  p o e t is c h . " ^  C it in g  H orace, 
he demands a m id d le  way between "ganz n a tu r l ie h  re d e n " and "hoch  
u'ber a l ie n  Wolken nach le e re r  L u f t  schnappe n ."^  Even what he term s 
" n a tu r a l"  s t y le  i s  t o  d i f f e r  i n  some way fro m  p ro s e , w h ile  the
s in n re ic h e  and th e  p a th e tis c h e  S c h re ib a r t  a re  s t i l l  f u r t h e r  to
a cce n tu a te  t h is  d if fe r e n c e .  I t  i s  d i f f i c u l t  to  g a th e r w h a t, i n  h is  
v ie w , r e a l l y  fo rm s th e  d is t in g u is h in g  m ark o f  p o e t ic  s t y le ,  b u t i t
would appear to  be Z ie r ra th e  o f v a r io u s  k in d s . T h is  i s  t o  s a y , he
seeks the  essence o f i t  i n  o rnam en ta l excrescences ra th e r  th a n  i n  
any fu n d a m e n ta l q u a l i t y  o f app roach . H is  c h ie f  concern  i s  to  
enab le  h is  p u p i ls  to  s te e r  a s a fe  m id d le  course and he o f fe r s  sound 
commonsense as th e  s ta r  by w h ich  to  n a v ig a te  t h e i r  c r a f t  th ro u g h  
th e  rooks  and re e fs  o f  to o  f r e e  a fa n c y .
E q u a lly  d i f f i c u l t  t o  re c o n c ile  w ith  th e  p r in c ip le  o f s t r i c t  
im i t a t io n  i s  G o ttsched*s  Fabe l th e o ry .  For i t  w ou ld  seem, a f t e r  a l l ,  
th a t  im i t a t io n ,  even when executed  i n  th e  " p o e t ic "  s t y le ,  i s  s t i l l  
n o t s u f f i c i e n t  to  make a g re a t p o e t .  The im i t a t io n  o f e m o tio n , be 
i t  d i r e c t l y ,  as i n  l y r i c  p o e t ry ,  or i n d i r e c t l y ,  as i n  th e  p o r t r a y a l  
o f c h a ra c te rs  i n  dram a, may s u f f ic e  t o  make a le s s e r  p o e t. But th e  
r e a l  essence o f g re a t p o e t r y ,  we now le a rn ,  i s  th e  F a b e l. and th e  
p o e t i s  t o  be judged by h is  a b i l i t y  t o  c re a te  t h i s ;  t h is  i s ,  by h is  
power o f in v e n t io n .  G o ttsched  w i l l  n o t  even a l lo w  such a F abe l t o  
have a su b s tra tu m  o f f a c t ,  an a u th e n t ic  o r ig in  i n  a c tu a l l i f e  or i n  
h is t o r y :  "S achen, d ie  w i r k l i c h  geschehen s in d ,  d . i .  wahre Begeben- 
h e ite n ,  d a r f  man n ic h t  e r s t  d ic h te n :  F o lg l ic h  e n s te h t auch a us
B esch re ibung  und E rza h lu ng  dense Iben  k e in  G e d ic h te , sondern  e in e  
H i s t o r i é . . . . ;  und i h r  V e rfa s s e r  bekommt n ic h t  den Namen e in e s  
D ic h te r s ,  sondern e ine s  G e s c h ic h s c h r e ib e r s H e  d e f in e s  th e  
F a be l as an eve n t w h ich  m ig h t happen i n  c e r ta in  c ircum stances  
and w h ich  c o n ta in s  w i t h in  i t  a u s e fu l  m o ra l t r u t h .  P h i lo s o p h ic a l ly  
s p e a k in g , he th in k s ,  one m ig h t c a l l  i t  som ething frc m  a n o th e r w o rld  
and i n  h is  demands th a t  i t  must be som eth ing new th e re  i s  c e r t a in ly  
no a m b ig u ity :  "Es muss was E ig en e s , es muss e in e  i^eue p o e tis c h e  
Fabe l s e in ,  de ren  E r f in d u n g  und g e s c h ic k te  A ^s fu h ru n g  m ir  den
1 G .D .. p . 327 .
2 I b i d . .  p . 243.
3 I b i d . .  p p . 141, 142.
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Hamen e in e s  D ic h te rs  e rw erben s o i l ; " ^ and a g a in  i n  th e  B e v tra g e ; 
"E in e  b lo s s e  S c h o n h e it, wenn s ie  g erne in  i s t ,  und t a g l ic h  vorkom m t, 
bewundert man n ic h t .  Bs muss was neues, was se ltsam es und was 
f u r t r e f f l i c h e e  s e y n ."2
The d is c re p a n c y  between such demands and th e  p r in c ip le  o f 
im i t a t io n  i s  s t r i k in g  and i t  d id  n o t escape th e  a t te n t io n  o f h is  
c o n te m p o ra rie s . G o ttsched  had to  de fend  h im s e lf  a g a in s t a t ta c k .  
P ro fe s s o r Bock, i n  a t r e a t is e  on p o e t r y ,  m a in ta in e d  th a t  i n  thu s  
m aking in v e n t io n  th e  essence and m ark o f  p o e t r y ,  G o ttsched  was 
c o n t r a d ic t in g  h is  e a r l i e r  d e f i n i t i o n  o f i t  as an im i t a t io n  o f 
n a tu re .3 G o ttsch ed*s  de fence  la c k s  coherence b u t n o t v a r ie t y .
He se ts  up a h ie ra rc h y  o f g e n re s , i n  w hich  im i t a t io n  o f n a tu r a l  
th in g s  i s  on th e  lo w e s t rung  o f th e  la d d e r , w h ile  the Fa.be 1 . as 
he had a lre a d y  s a id  i n  th e  D ic h tk u n s t . re p re s e n ts  th e  h ig h e s t 
k in d  o f  im i t a t io n .  T h is  i s  one l in e  o f  d e fe n c e . But he fe e ls  i t  
t o  be i n s u f f i c ie n t  and embarks on a n o th e r , p resum ably  w ith  the  
id e a  o f  s tre n g th e n in g  h is  p o s i t io n ,  b u t q u ite  o b liv io u s  th a t  he i s  
i n  e f f e c t  c o n t r a d ic t in g  a l l  th a t  he has s a id  abou t th e  F a b e l and 
endange ring  th e  o rd e r o f the  v e ry  h ie ra rc h y  he had o rd a in e d . For 
he now m a in ta in s  th a t  i t  is  im p o s s ib le  t o  im i t a t e  a t  a l l  w ith o u t  
in v e n t in g  i n  some d e g re e : "W ir g e tra u e n  uns zu behaupten , dass man 
ke ine  Begebenheit r e c h t  le b h a f t  nachahmen konne, vjenn man n ic h t  
e in  Oder den anderen Umstand e r d ic h te t ,  de r w a h rs c h e in lic h e rw e ise 
dabey geschehen i s t . " ^  I n  f a c t ,  as now em erges, a F abe l comes in t o  
be in g  as soon as th e  s l ig h te s t  c ircum s tan ce s  o f an a c tu a l occu rrence  
i s  a l t e r e d ,  even i f  t h is  im p lie s  n o th in g  more th a n  the  in t r o d u c t io n  
o f d ia lo g u e ! Bock in t im a te d  th a t  G o ttsched  was d e fe n d in g  and 
b o rro w in g  fro m  th e  a n c ie n ts  r a th e r  th a n  th in k in g  the  m a tte r  ou t f o r  
h im s e lf§  and we a re  fo rc e d  to  th e  same c o n c lu s io n . The F a b e l th e o ry  
i s  a clum sy a tte m p t to  come to  g r ip s  w ith  A r i s t o t l e ,  whom he oo u ld  
n o t ig n o re ,  b u t whom he e n t i r e l y  f a i l e d  to  u n d e rs ta n d .
1 I b i d . .  p . 160.
2 C .B .. X , v o l .  3 , p . 336.
3 H e rrn  P r o f .  Bocks Abhandlung von d e r  S chonhe it i n  deq_G ed ich te n .
C .B .. X , IV ,  v o l .  3 . T h is  re v ie w  o f P ro f .  B o ck 's  t r e a t is e
c o n ta in s  a ls o  G ottsched *s de fence a g a in s t  th e  a t ta c k  made on h im .
4 I b i d . .  p . 340 .
6 I b i d . . p .  339.
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I m i t a t io n ,  E r f in d u n g . F a b e l. these  th re e  would appear to  be 
a lm o s t synonymous; e i t h e r  s in g ly  or i n  c o m b in a tio n , th e y  c o n s t i tu te  
th e  essence o f p o e try  and a re  opposed to  mere v e r s i f i c a t io n .  We 
now see c le a r ly  th a t  the  a r t  o f im i t a t io n  i s  by no means m e re ly  
th e  f a i t h f u l  re p ro d u c t io n  o f r e a l i t y .  A c c o rd in g  to  G o ttsched*s  
d e f i n i t i o n  o f  th e  Fabe 1 . i t  would seem ind e e d  to  be r a th e r  the  
p o r t r a y a l  o f th e  p o s s ib le . and i n  th e  t h i r d  e d i t io n  o f the  D ic h t­
ku n s t he does a p p a re n t ly  acce p t th e  e x is te n c e  o f o th e r p o s s ib le  
w o r ld s ; "Dem D ic h te r  s te  hen a l l e  mdg l ic h e n  VVelten zu D ie n s te .
Er sc h ra n k e t se in e n  W itz  n ic h t  i n  den L a u f d e r w i r k l i c h  v o r -  
handenen N atu r e i n . " I  Even i n  th e  second e d i t io n  he in d ic a te s  
th a t  th e  acceptance o f an im p ro b a b le  k in d  o f w o r ld  i s  n o t i n  
i t s e l f  a d i f f i c u l t y ,  p ro v id e d  th a t  w i t h in  i t  e v e ry th in g  proceeds 
a c c o rd in g  to  a c e r ta in  lo g ic ;  "E inem  Poeten i s t  es e r la u b t ,  e ine  
F a be l d u rc h  d ie  andre w a h rs c h e in lic h  zu machen; und e r d a r f  
a ls o  n u r ube rhaup t d ic h te n ;  Bs s e i e in m a l e in e  Z e i t  gewesen, da 
a l le  P fIa ng e n  und T h ie re  b a tte n  reden  konnen. S e tz t man d ie s s  zum 
v o ra u s ; so la s s t  s ic h  h ie r nach a l lé s  ü b r ig e  h o re n ."^  I n  an 
a r t i c l e  i n  th e  B eytrage  i n  1740, G ottsched goes even f u r t h e r  th a n  
t h i s ,  and a s s e r ts  th a t  th in g s  w h ich  seem im p o s s ib le  t o  man may be 
p o s s ib le  to  a "h ig h e r  p o w e r"! We know th a t  i t  i s  im p o s s ib le  f o r  
man to  r id e  th ro u g h  th e  a i r  on a b ro o m s tic k ; and y e t  i t  has long  
been b e lie v e d  th a t  w itc h e s  do t h i s  w ith  th e  a id  o f the  d e v i l !
Indeed much th a t  a p o e t w r ite s  i s  n o t in te n d e d  to  be g e n e ra lly
c r e d i te d  "Wer w o l l te  behaup ten , dass Fene lon  a l l é s ,  was e r
i n  dem Telemach g e s c h rie b e n , von se in e n  Le se rn  g e g la u b t haben
w o lle ?  M r  w issen es g e w iss , dass Venus.............. u .s .w .  unm og liche
D inge s in d .  G le ic h w o h l haben s ie  u n te r  gew issen Bedingungen 
ih r e  V fe .h rs c h e in lic h k e it . S e lb s t i n  der S c h r i f t  i s t  d ie  F a b e l 
von den Baumen, d ie  s ic h  e in e n  Eonig  w a h lte n , an s ic h  unm bgüch ; 
und dennoch h a t s ie  u n te r  d e r Bed ingung, dass d ie  Baume den ken, 
reden  und gehen konnen, ih r e  lA fe ih rs c h e in lic h k e it."^  T h is  i n t e r ­
p r e ta t io n  o f p r o b a b i l i t y  seems to  adm it a good d e a l,  and one m ig h t 
be tem pted to  t h in k  th a t  G o ttsched  was p repa red  to  a c c e p t even 
th e  m ira c u lo u s . And y e t  i n  t h is  same a r t i c l e  he shews h is  com ple te
1 C .D .. 3 rd . e d i t io n ,  1742, p . 163.
2 G .D .. p . 146.
3 Des berühm ten Johann le  C le rk  Gedanken u b e r d ie  Poeten  und 
P oes ie  an s ic h  s e lb s t .  M it  A n m e rk ^ n g e n -e r la u te r t . XXIV , 
v o l .  6 , p .  692. G o ttsched  had t r a n s la te d  Le C le rc 's  t r e a t is e  
and used i t  as a p re fa ce  f o r  h is  e d i t io n  o f th e  poems o f 
P ie ts c h  i n  1726. He now r e p r in te d  i t  i n  th e  B evtrage  add ing
a commentary o f h is  own.
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la c k  o f sympathy and u n d e rs ta n d in g  f o r  a n y th in g  im a g in a t iv e  o r 
f a n c i f u l ,  d e r id e s  f a i r y  ta le s  and th e  Thousand and One N ig h ts , 
pours s c o rn  on M i l to n  and on th e  a tte m p ts  o f th e  Swiss t o  make 
him known to  German re a d e rs .  I n  f a c t  h is  s ta te m e n t i n  th e  
D ic h tk u n s t t h a t  th in g s  i n  them se lves im p o s s ib le  can, by com­
b in a t io n  w ith  o th e r e ve n ts  and c irc u m s ta n c e s , be made p ro b a b le  
and c o n v in c in g , !  w h ile  a p p a re n tly  a llo w in g  o f v e ry  f r e e  
in t e r p r e t a t io n ,  m ust be ta k e n  as b e in g  l i b e r a l  o n ly  i n  th e o ry .
I n  any accoun t o f G ottsched one may n o t d is re g a rd  th e  
a tte m p ts  w h ich  he th u s  makes to  come to  te rm s w ith  th e  m ira c u lo u s  
and w ith  a f r e e r  c o n c e p tio n  o f p r o b a b i l i t y ;  b u t one i s  fo rc e d  
t o  no te  th a t  th e y  a re  b u t d u t i f u l  e f f o r t s  to  d e a l w ith  a q u e s tio n  
w h ich  was becoming so much ta lk e d  ab ou t th a t  he cou ld  s c a rc e ly  
pass over i t  i n  s i le n c e .  And th e  v e ry  manner i n  w hich  he approaches 
these  nebu lous c re a t io n s  o f th e  p o e t 's  fa n c y ,  p lo d d in g  w ith  
workaday f e e t  over th e  m ost d e l ic a te  f a b r ic  and by w o r th y , labou red  
argument b r in g in g  down to  s o l id  e a r th  th e  d en izen s  o f th e  c lo u d s , 
shews how c o m p le te ly  b e r e f t  he was o f a l l  f e e l in g  f o r  p o e t ry ,  
however much he may have adm ired  th e  u p l i f t i n g  e f f e c t  o f c e r ta in  
aspec ts  o f l i t e r a t u r e .  W hatever may have been h is  th e o ry  o f  
" p o s s ib le  w o r ld s "  and o f th e  m ira c u lo u s , a lw ays when i t  comes to  
p r a c t ic a l  a p p l ic a t io n  th e re  i s  c o n s ta n t c a u t io n ;  "Das Wunderbare 
muss noch a l l e z e i t  i n  den Schranken d e r  N a tu r b le ib e n  und n ic h t  
zu hoch s te ig e n . " ^  M t h in  the  bounds o f n a .tu re ! That means f o r  
him  th a t  i t  must be v i s i b l e ,  a u d ib le ,  ta n g ib le  and a c c e s s ib le  t o  
good h o ne s t re a s o n in g . The more l ib e r a l  c o n c e p tio n  o f p r o b a b i l i t y ,  
w h ich  c e r ta in  passages seem to  in d ic a t e ,  i s  n o t an o rg a n ic  p a r t  
o f h is  th e o ry .  I t  i s  an e xc re sce n ce . H is  r e a l  v ie w  o f p r o b a b i l i t y  
i s  synonymous w ith  sound commonsense o f th e  m ost mundane k in d , and 
i t s  f u n c t io n  i s  to  check o f f  w he the r a th in g  i s  n a tu r a l .  I t  i s  
p r o b a b i l i t y  o f th e  m ost e x te rn a l k in d  im a g in a b le , and th e  
a p p l ic a t io n  o f i t  o f te n  verges on th e  r id ic u lo u s .  In v o c a t io n s  
t o  th e  muses a re  n o t accepted  as co n ve n tio n s  and t h e i r  s ig n i f ic a n c e  
looked a t  fro m  w i t h in  i n  the  l i g h t  o f th e  poem i n  W iic h  th e y  are  
fo u n d . They a re  s u b je c te d  t o  a t e s t  fro m  w ith o u t ;  th e  w ho le  
b a t te r y  o f  e v e ry -d a y  commonsense i s  b ro u g h t to  b e a r. I n  th e  
l i g h t  o f t h is  th e y  a re  found  w a n tin g  and r e je c te d .  For w hy, asks 
G o ttsch e d , i s  i t  necessa ry  to  in v o k e  th e  d iv in e  a id  o f muses?
S u re ly  a man o f no rm a l in t e l l ig e n c e  i s  capab le  a t  a p in c h  o f 
p ro d u c in g  a s o n n e t, ode or even an e le g y  w ith o u t  such a id . ^  The
1 _G#D#_a P» 190.
2 I b i d . .  p .  179.
3 I b i d . .  p .  164.
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a p p l ic a t io n  o f  t h is  k in d  o f p r o b a b i l i t y  cuts a t  th e  r o o t  o f  e ve ry  
a r t  c o n v e n tio n . I n  h is  c r i t i c is m  o f  V i r g i l  he se ize s  on th e  
scene i n  w h ich  Aeneas t e l l s  D ido  th e  long  s to ry  o f h is  w a n d e rin g s . 
How much more p ro b a b le , he n a iv e ly  s u g g e s ts , th a t  in s te a d  o f thus  
p a t ie n t ly  l is t e n in g  t o  him w ith o u t u t t e r in g  a s in g le  w o rd , she 
would have f a l le n  a s le e p  over i t  "o d e r doch f l e i s s i g  g e ja h n t . " I
G ottsched d e fin e s  p r o b a b i l i t y  as "d ie  A e h n l ic h k e it  des 
E rd ic h te te n  m it  dem, was w i r k l i c h  zu geschehen p f le g t ;  oder d ie  
U ebere instim m ung d e r F a be l m it  d e r  N a tu r ."2  Thus th e  F ab e l is  
b ro ug h t in t o  c lo s e  c o n n e c tio n  w ith  th e  im i t a t io n  th e o ry .  
P r o b a b i l i t y  i s  th e  l i n k  between th e  tw o . I t  a c ts  as a k in d  o f 
b rake on th e  p o e t 's  in v e n t io n ,  e n s u r in g  th a t  what i s  f i c t i o n  
s h a l l  y e t never f a i l  t o  g iv e  th e  im p re s s io n  o f be in g  a good 
im i t a t io n  o f  f a c t .  By means o f p r o b a b i l i t y  th e  poe t i s  p ro v id e d  
w ith  a sa fe  r u le  o f gu idance and th e  making o f  p o e try  i s  th u s  
tre a te d  as a th in g  th a t  can be le a rn e d . As we s h a l l  see l a t e r ,  
G o ttsched  makes p r o b a b i l i t y  the  d e c id in g  f a c to r  i n  a l l  m a tte rs  to  
do w ith  dram a. I t  i s  f o r  h im  th e  h ig h e s t a u th o r i t y  and t o  i t s  
r u l in g  he subm its  th e  u n i t ie s  o f  t im e  and p la c e  as w e l l  as v e rs e , 
m onologues, and a s id e s .  I f  th e  th e o ry  o f p o s s ib le  w o rld s  i s  an 
o rg a n ic  e xc re scen ce , t h i s  b a n a l c o n c e p tio n  o f p r o b a b i l i t y  i s  an 
in t e g r a l  p a r t  o f G o tts c h e d 's  th e o ry .  I n  h is  a t ta c k  on o p e ra , i t  
p ro v id e s  h im  w ith  a s lo g a n  and b a t t le - c r y :  "Wo s in g e t man i n  d e r 
W elt i n  a lle m  Thun und Lassen?"3 "Wo i s t  doch das V o rb ild  d ie s e r  
Nachahmungen? Wo i s t  d ie  N a tu r m it  d e r d ie s e  • Fabe In  e in e  
A e h n l ic h k e it  haben?"4 He d e p lo re s  the  "M angel d e r W b h rs c h e in lic h -  
k e i t  i n  d e r  Fo lge  und V erknupfung d e r O p e rn fa b e l" .^  The e n t i r e  
absence o f s im i l a r i t y  w ith  any c o n c e iv a b le  V o rb ild  i n  n a tu re  
comes fro m  ig n o r in g  th e  canon o f p r o b a b i l i t y .
The a r t  o f  m aking p o e try  can be le a rn e d . S ince  he h o ld s  
f i r m l y  t o  t h i s  b e l i e f ,  i t  is  n o t s u r p r is in g  t o  f i n d  th a t  G o ttsched  
has v e ry  d e f in i t e  id e a s  abou t th e  n a tu re  o f a p o e t,  abou t th e  
necessa ry  q u a l i f i c a t io n s  o f temperament and t r a in in g .  And a g a in  
i t  is  a c o n c e p tio n  dom ina ted  and imbued by sound caramctisense. He
1 I b i d . . p . 194.
2 I b i d . ,  p . 187.
3 C .B . . X , v o l .  3 ,  p .  309.
4 C .D .. p . 716.
5 C .B .. X , v o l .  3 , p .  290.
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a tte m p ts  to  b r in g  c re a t iv e  power in t o  l in e  w ith  h is  im i t a t io n  
th e o ry  by r e fe r r in g  to  th e  im i t a t iv e  s k i l l  o f c h i ld r e n .  He is  
th o ro u g h ly  s u sp ic io u s  o f  any sug ge s tio ns  o f d iv in e  in s p i r a t io n .
He b e lie v e s  th a t  a l l  th in g s  i n  heaven and e a r th  can be accounted 
f o r  and p lu cks  th e  m ys te ry  out o f gen ius th u s : "Den h e im lic h e n  
E in f lu s s  des Himmels fU h le n , und d u rch  e in  G e s t irn  in  d e r G eburt 
zu Poeten gemacht worden seyn, das h e is s t  ausser der gebundenen 
S c h re ib a r t n ic h ts  a n de rs , a ls  e in  gutes und. zum Nachahmen 
g e sch ick te s  N atur e l l  bekommen haben ." I  Th is N ature  11 is  no t 
v e ry  c le a r ly  d e s c r ib e d . I n  e a r l ie r  w o rks . D ie V e rn u n ftig e n  
T a d le rin n e n  f o r  exam ple, th e re  i s  some t a l k  o f im a g in a t io n ; i n  
the  D ic h tk u n s t he p re fe rs  to  speak o f  " e in  le b h a f t e r  M t z " .
This appears to  be th e  power to  p e rce ive  e x is t in g  s im i l a r i t i e s . ^  
Thus we a g a in  have a c lo s e  l i n k  w ith  im i t a t io n ,  the  essence o f 
w h ich  l ie s  i n  s im i l a r i t y .  I n  o rd e r t o  deve lop  i n  a poe t t h is  
n a tu ra l g i f t  o f o bse rv in g  what o th e rs  m iss and o f p e rc e iv in g  
re la t io n s h ip s  between th in g s ,  G ottsched suggests th a t  he be s e t 
t o  copy d raw ings and p a in t in g s .  In  t h is  way he w i l l  la t e r  become 
as good a t  im i t a t in g  n a tu re  v / ith  th e  pen as w i t h  b ru sh  and c o lo u rs . 
Thus poets a re  to  be made by te a c h in g  them to  p a in t .  A ga in  he 
shews a com plete la c k  o f  u n d e rs ta n d in g  o f medium and o f th e  
a r t i s t ' s  c r a f t .
Such a N ature 11. however, i s  n o t enough to  make a p o e t; i t  i s  
o n ly  th e  raw  m a te r ia l .  P ra c t ic e  i s  n ecessa ry , and, more even th a n  
t h a t ,  a knowledge o f th e  " r u le s " .  R eview ing Hudemann's poems i n  
th e  Bevtrà*ge he says: "E r h a t d a r in n  gew iesen, dass e r n ic h t  nu r 
e in  Poet aus blossem N a tu re l le  oder a us f l e is s ig e r  übung, sondern 
auch aus g ru n d lic h e r  E in s ic h t  i n  d ie  Regeln de r wahren D ic h tk u n s t 
werden wo l i e n .  D ieses Exempel i s t  a ls o  a l ie n  den s e ic h te n  V e rs - 
machern a n zu p re ise n , d ie  s ic h  e in b i I d en, dass d ie  D ic h tk u n s t m it 
ih n e n  gebohren w e rden ."^  The eagerness w ith  w h ich  G ottsched 
in s is t s  th a t  a poet i s  n o t b o rn  bu t made i s  a lm o s t p a th e t ic ,  f o r  
th e  d e c is io n  i s  fo rc e d  upon him by reason  o f what he wants to  
a c h ie v e . He has to  p in  h is  hopes to  " ru le s "  r a th e r  th a n  g e n iu s , 
f o r  how e ls e  can he env isage  th e  r e a l is a t io n  o f h is  aim  -  th e  
r e - b i r t h  o f  l i t e r a tu r e ?  D iv in e  in s p i r a t io n  i s  f a r  to o  t r i c k y  and 
r is k y  a b u s in e s s . He has to  have c e r t a in t y .
Above a l l ,  th e  poe t must possess h e a lth y  commonsense, 
necessary to  check ove r-abundan t p h a n tasy , f o r  "e in e  gar zu
1 G .D .. p . 98.
2 I b i d . . p . 99.
3 C .B .. X , v o l .  3 , p . 270,
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h it z ig e  E in b i Id  u n g s ik ra ft macht u n s in n ig e  D ic h te r ,  d a fe rn  das 
Feuer der P hantas ie  n ic h t  du rch  e in e  gesunde V e rn u n ft gem assiget 
w ir d . . . .  Es i s t  n irg e n d s  le ic h te r  a u sge sch w e ift a ls  in  d e r P o e s ie .
Wer se inen  re g e llo s e n  T r ie  ben den Z iig e l sch iessen  la s s t ,  dem 
geht es w ie dem jungen P h a e to n ." !
The poet has to  le a rn ,  has to  deve lop  h is  n a tu ra l  g i f t s ,  
b u t no t i n  the  sch o o l o f e x p e rie n ce . T h is , one m ig h t t h in k ,  would 
be th e  b e s t way f o r  him to  w iden and deepen h is  p e rc e p tio n  and 
in s ig h t .  But i n  G ottsched*s v ie w  an e m p ir ic a l knowledge o f human 
n a tu re  is  n o t by any means enough. The poet i s  n o t o n ly  a Nachahmer 
de r N a tu r . he is  a g e le h r te r  Nachahmer.^  For the  poet who i s  go ing 
to  d e lin e a te  c h a ra c te r ,  G ottsched demands a knowledge o f e th ic s  and 
p h ilo s o p h y . He should  be we 11-ve rse d  to o  i n  a l l  th e  s c ie n c e s . Even 
a p a in te r  m ust know a g re a t d e a l,  and a poet has s t i l l  more 
o p p o r tu n ity  o f making a f o o l  o f h im s e lf  by re v e a lin g  h is  igno rance  
on seme p o in t  or o th e r 1 To h e lp  him to  d is t in g u is h  good a c tio n s  
fro m  bad G ottsched advocates th e  s tu d y  o f law  and S ta a ts k u n s t, w h ile  
th e  d ra m a tic  poe t shou ld  s tudy psycho logy a lon g  the  l in e s  o f the 
W o lff ia n  p h ilo s o p h y . He should  be f a m i l ia r  w ith  a l l  the  typ e s  o f 
c h a ra c te r enumerated and d e sc rib e d  th e r e in .^  I t  is  s ig n i f i c a n t  
th a t  Gottsched thus  recommends the  s tu d y  o f man ra th e r  than  o f men, 
th e  a b s tra c t and g e n e ra l w h ich  can be lea rned  ra th e r  than  th e  con cre te  
and in d iv id u a l  w hich can o n ly  be in t u i t e d  and p e rc e iv e d .
But a poet i s  n o t s im p ly  a p o e t and n o th in g  m ore. He i s  a ls o  a 
man. And G ottsched does n o t s to p  a t  an a n a ly s is  o f h is  a r t i s t  n a tu re . 
H is  concern i s  a ls o  the  po e t as c i t i z e n  and m o ra l b e in g . Th is  i s ,  
h i s t o r i c a l l y ,  o f g re a t in t e r e s t  and im p o rta n ce . I f  th e  D ic h tk u n s t 
was to  be p a r t  o f G o ttsched*s  la rg e r  scheme f o r  th e  c u l t u r a l  
improvement o f the  German p eop le , i t  had to  ta k e  i t s  stand on th e  
s id e  o f r e s p e c t a b i l i t y .  L ite ra tu re  must be c lo s e ly  lin k e d  w ith  
m o r a l i ty  or i t  cou ld  n o t hope to  w in  g e ne ra l re s p e c t and a p p ro v a l. 
G ottsched th e re fo re  la ys  i t  down th a t  th e  poet must be a " r e c h t -  
s ch a ffe n e r Burger und e r l ie h e r  M a n n " T h i s  su g g e s tio n  th a t  poet 
and good c i t i z e n  a re  n o t m u tu a lly  e x c lu s iv e  term s i s  a c le v e r  p iece  
o f propaganda and a b o ld  ch a lle n g e  to  th e  p o p u la r id e a  o f th e  poet 
as a tem peram enta l c re a tu re  o f d o u b t fu l m o r a l i t y .
1 G .D .. p . 105. C f. to o ,  pp . 4 6 , 4 7 .
2 I b i d . . p . 4 9 .
3 I b i d . .  pp . 101 -  104.
4 I b i d . .  p . 151.
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To a s im ila r  d e s ire  to  stamp l i t e r a t u r e  as re s p e c ta b le  we may 
t ra c e  G ottsched*s view s on th e  purpose o f im i t a t io n .  In  Per B ie d e r-  
majpg. he suggested th a t  to  arouse p le a su re  was the s o le  purpose o f 
p a in t in g :  " Ic h  sehe doch e tw a s , so mein Auge v e rg n u g t, und d ieses  
Vergnugen i s t  d ie  e in z ig e  A b s ic h t a l l e r  Gem alde."^ But never does 
he a d m it th a t  sensuous p le a su re  i s  th e  end or aim  o f  l i t e r a t u r e .
Indeed he e x p re s s ly  r e je c ts  th e  id e a . I f  p le a s u re , he says, were 
th e  so le  aim o f t h e a t r ic a l  p ro d u c tio n s , th e n  he would be bound to  
re co g n ise  opera as "das M e is te rs tu c k  de r Schaubuhne."2  But we 
know th a t  he i n  f a c t  ro u n d ly  condemned t h is  fo rm  o f drama as 
"e in e  Beforderung d e r W o llu s t , und V e rd e rh e rin n  g u te r B i t te n . " ^
A t th e  b e g in n in g  o f th e  D ic h tk u n s t . i t  is  t r u e ,  he does s ta te  th a t  
p o e try  should g ive  p le a su re  and th a t  i t  has f a i le d  i n  i t s  purpose 
i f  i t  does n o t .  But t h is  i s  i n  h is  commentary to  H orace 's  Ars 
P o e tic a  and we must n o t fo r g e t  th a t  G ottsched was a lways in f lu e n c e d  
i n  h is  u tte ra n c e s  by th e  p a r t ic u la r  source he happened to  be d e a lin g  
w ith  a t  th e  moment. E lsewhere in  h is  w r i t in g s  th e  m o ra l purpose 
o f l i t e r a t u r e  co m p le te ly  p re dom ina tes . I n  o th e r a r ts  he may a d m it 
p le a su re  as the end, s ince  i n  them the  sensuous power o f th e  
medium cannot so e a s i ly  be argued away. But when he ccanes to  
l i t e r a t u r e ,  the  more u s u a l fu n c t io n  o f words as an in s tru m e n t o f  
th e  i n t e l l e c t  is  n o t o n ly  more in  tune w ith  h is  own tem peram ent, . 
b u t is  a ls o  o f so much more obvious use to  him in  h is  g e n e ra l 
purposes o f c u l t u r a l  re fo rm , th a t  he c o m p le te ly  d is re g a rd s  the  f a c t  
th a t  words are  a ls o ,  i f  more r a r e ly ,  an a r t i s t i c  medium capable o f  
b e in g  used w ith  co n s id e ra b le  sensuous e f f e c t .  I t  n e ve r occurs to  
G o ttsched  th a t  m o ra l improvement m ig h t be e ffe c te d  i n d i r e c t l y  th ro u g h  
c o n ta c t w ith  th e  b e a u t i f u l ;  o r ,  i f  d i r e c t l y ,  the n  a t  le a s t in t a n g ib ly ,  
im p e rc e p t ib ly  th ro u g h  re a d in g  works o f g e n e ra lly  h ig h  m o ra l to n e .
No! he demands th a t  i t  s h a l l  be done w ith  d ir e c t  d id a c t ic is m . 
L i te r a tu r e  has n o t to  emanate a s u b t ly  p e rvad in g  in f lu e n c e ,  i t  has 
to  t ra n s m it  an in c is iv e  and unm is takeab le  message. I n  s h o r t ,  each 
se pa ra te  poem, drama or n o ve l i s  to  embody and i l l u s t r a t e  a d e f in i t e
1 Per Biedejrmann. R e ic h e l's  r e p r in t ,  ed . c i t . . S tuck  X X I.
2 C .B . . V I I I ,  v o l .  2 , p . 651.
3 C .D . « p . 717.
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m o ra l p r in c ip le :  "E n d lic h  s o l l t e  man b i l l i g  i n  einem jeden  
S c h a u s p ie l, en t  we de r e in  jL a s te r, oder e in e  Tugend, v o r s t e l l i g  
machen: aber d e r g e s ta l t ,  dass man bey jenem a l le z e i t  das d a ra u f 
fo lg e n d e  Verderben und U ng lu ck , a ls  e in e  S tra fe  desse lbe n ; b e i 
d ie s e r  hingegen d ie  d a ra u f fo lg e n d e n  G lu c k s fK lle  und ü b r ig e  
W ohlfahht a ls  ih r e  Belohnung bemerken ko n n te . G esch ieh t d ieses 
n ic h t ,  so w ird  e in  S chausp ie l entweder u n n u tz lic h  oder s c h a d lic h . " ^
I t  is  on s im i la r  l in e s  th a t  G ottsched d is t in g u is h e s  between 
p o e t ic  and h is t o r ic a l  t r u t h ;  th e  d if fe re n c e  is  p u re ly  o f a m ora l 
n a tu re . In  h is t o r y  good i s  n o t a lways rewarded and e v i l  pun ished; 
i n  p o e try  t h is  must be s o .^  Here a g a in  we no te  c o n f l i c t  between 
th e  p r in c ip le  o f im i t a t io n  and some o th e r th e o ry .  G ottsched 
b e lie v e s  th a t  he i s  a b le  to  re c o n c ile  th e  two by sa y in g  th a t  a 
p oe t im ita te s  human a c t io n s ,  w h ich  a re  e i th e r  good o r e v i l ,  and 
th a t  i f  he p o rtra y e d  v i r tu e  as d e s p ic a b le , h a rm fu l o r r id ic u lo u s ,  
v ic e  on the  o th e r hand as p le a s a n t,  advantageous or p ra is e w o rth y  
he would c le a r ly  be im i t a t in g  n a tu re  i n  v e ry  d is to r te d  fa s h io n  
and would co m p le te ly  f a i l  t o  evoke any im p re ss io n  o f s im i la r i t y . ^
B u t, i n  s p ite  o f h is  e f f o r t s ,  th e  d isc re p a n cy  is  n o t t o  be 
concea led and we a g a in  have to  seek th e  e x p la n a tio n  i n  h is  
h is t o r ic a l  p o s i t io n .  L i te r a tu r e  must be on th e  s id e  o f v i r tu e  
and ju s t ic e ;  i t  must be " n u tz l io h  im  gemeinen Wesan."4 L ike  
a su g a r-co a te d  p i l l ,  i t  i s  to  be c u ra t iv e  y e t n o t u n p le a sa n t:
"Der Poet s ie h t  s ie  ( th e  p u b l ic )  a ls  K in d e r an , denen man den 
Arzneybeoher m it  Honig b e s tre ic h e n  m u s s S i n c e  he in te n d e d  the  
th e a tre  to  become a "Schu le  des V o Ikes" he th o u g h t i t  necessary 
f o r  drama to  shew th a t  r i g h t  a lways tr iu m p h s .
r
G ottsched , th e n , th o u g h t o f the  th e a tre  as a "S chu le  des V o lke s " 
and he spoke o f a t t r a c t in g  to  i t  b o th  "G e le h rte  und U n g e le h r te " .
I t  was undou b ted ly  h is  w ish  and aim to  f u r t h e r  an a p p re c ia t io n  o f  
l i t e r a t u r e  o u ts id e  and beyond c o u r t and academic c i r c le s .  But th e  
q u e s tio n  i s :  ju s t  what s e c tio n s  o f th e  r e s t  o f th e  community d id  he 
t h in k  capable o f a p p re c ia t io n ?  Th is  q u e s tio n  i s  c lo s e ly  bound up
1 D ie  V e rn U n ftig e n  T a d le r in n e n . R e ic h e l's  r e p r in t ,  â â . c i t . . p . 137. 
C f. C .B .. V I ,  v o l .  2 , p . 276, where th e re  i s  a s im i la r  passage 
abou t the  purpose o f th e  n o v e l.
2 C .B .. XXIV, v o l .  6, p . 588.
3 C .D .. p . 106.
4 C .B .. XXIV, v o l .  6, p . 599.
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w ith  h is  co n ce p tio n  o f ta s te  and how i t  can be c u l t iv a te d .  S ince 
he w i l l  n o t adm it a t  a l l  the sensuous appea l o f  l i t e r a t u r e ,  i t  i s  
n o t s u rp r is in g  to  f in d  th a t  he p u ts  no f a i t h  i n  n a tu ra l ta s te ,  
f o r  t h is  i s  a lways th e  e xp ress io n  o f an in b o rn  s e n s it iv e n e s s . The 
chapte r on ta s te  i n  th e  D ic h tk u n s t i s  more or le ss  a re -h a s h  o f 
K on ig 's  t r e a t is e  on th e  same s u b je c t . I  1/Vhatever is o la te d  s ta te ­
ments G ottsched may make th e re  abou t th e  spontaneous n a tu re  o f 
ta s te  judgm ents or abou t ta s te  be ing  based s o le ly  on fe e l in g  -  
f o r  here as e lsew here he fo llo w s  h is  u s u a l p ra c t ic e  o f a d h e rin g  
to  the  source i n  hand -  th e  im p re ss io n  we d e r iv e  from  th e  whole is  
t h a t  good ta s te  can o n ly  be a c q u ire d  by means o f V e rs ta n d . I t  is  
th e re fo re  in b o rn , inasmuch as V ers tand  i t s e l f  i s  in b o rn ,  b u t i t  
can o n ly  be developed th ro u g h  f a m i l i a r i t y  w ith ,  and und e rs ta n d in g  
o f ,  " r u le s " .  That is  t o  say , i t  has to  be in c u lc a te d  th ro u g h  the  
in t e l l ig e n c e .  That t h is  is  h is  r e a l  o p in io n  becomes p a r t i c u la r ly  
c le a r  fro m  a passage i n  w hich he says th a t  f o r  some reason  th e  
Pobe1 has always c la im ed  the  r ig h t  to  be a judge o f p o e try ,  and 
t h is  is  a l l  th e  more r id ic u lo u s  s in ce  no one has ever as sinned i t s  
a b i l i t y  to  e x e rc is e  judgm ent i n  o th e r  i n t e l le c t u a l  m a tte rs : "Kan 
e r nun h ie r in n e n  ke inen  g u lt ig e n  Ausspruch th u n , und d ie  V e rfa sse r 
d e rs e lb e n , weder f u r  g u te  H is to r ie n s o h re ib e r , noch f u r  R edner, 
P h ilo so p h e n , A rzneyve rs tS nd ig e  oder R e o h tsg e le h rte  e rk la re n ; w ie 
w ird  e r von G edichten z u .u r th e i le n  vermbgend seyn , a ls  deren  
E in r ic h tu n g  und A u sa rb e itu n g  d es to  schw erer zu p r ii fe n  i s t ;  je  
mehr s ie  u n te r  so v ie le n  a u s s e r lic h e n  S chbnhe iten -und  Z ie r ra th e n , 
dadurch  auch c r i t is c h e  Augen v e rb le n d e t worden, v e r h u l le t ,  ja  t i e f  
ve rborgen  l i e g t . " ^  Thus in  a p p re c ia t in g  a poe t one has t o  use 
those  same fa c u l t ie s  w ith  w hich one e s tim a te s  a p h ilo s o p h e r , 
h is t o r ia n  or la w y e r. Th is  means th a t  p o e try  i s  t o  be judged by 
i t s  i n t e l le c t u a l  co n te n t and i t  i s  th e re fo re  no wonder th a t  V erstand  
i s  re q u ire d  i n  o rder t o  be a b le  to  do i t .  Uneducated p e o p le , who 
have no t had th e  o p p o r tu n ity  to  become a cq u a in te d  w ith  r u le s ,  can 
o n ly  a p p re c ia te  th ro u gh  sensuous f e e l in g ,  and t h e i r  judgment is  
th e re fo re  w ith o u t v a l i d i t y .  Thus i t  i s  d o u b t fu l whether G o ttsched*s 
schemes eve r in c lu d e d  th e  Pobe1 . the  mass o f th e  p e op le , w hether 
th e  new dram a, th e  re fo rm ed  th e a tre  were ever in te n d e d  to  ap p e a l 
t o  them . A l e t t e r  fro m  Neuber to  G ottsched in  1730 suggests th a t  
th e y  were n o t ;  i t  im p lie s  th a t  th e y  w i l l  co n tin u e  to  demand f o r  
t h e i r  amusement "grobe P ossen",^  and to  th is  d e s ire  G ottsched was
1 C f. B ra it ra a ie r ,  c i t . . I ,  p . 95.
2 G .D .. p . 91.
3 L e t te r  o f September 17, 1730, c i te d  Reden-Bsbeck, op. c i t . .  p . 96.
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n o t p repared t o  concede. He had no in te n t io n  o f pande ring  to  
anyone 's  ta s te :  "E in  Poet habe s ic h  n ic h t  an den Geschmack s e in e r 
Z e ite n  zu keh ren , sondern den Regeln de r A l t e n . . . . . .z u  fo lg e n . "
Through acqua in tance  w ith  these  ru le s  th e  p re v a i l in g ta s te  w i l l  
change. Indee d , ju s t  as G ottsched th in k s  th a t  i t  i s  im p o ss ib le  
to  be a poe t w ith o u t knowledge o f th e  " r u le s " ,  so , to o ,  he denies 
th e  power o f a p p re c ia t in g  and ju d g in g  l i t e r a t u r e  to  any b u t 
K u n s tv e rs ta n d ig e .
When we come to  G o ttsch e d 's  th e o ry  o f drama, we f in d  repea ted  
a l l  the  paradoxes and a m b ig u it ie s  w hich  c h a ra c te r is e d  h is  w r i t in g  
about l i t e r a t u r e  i n  g e n e ra l. Im i ta t io n  is  th e  b a s ic  p r in c ip le  
here  as e lsew here , b u t s t i l l  o n ly  o s te n s ib ly .  The r e a l  watchwords 
are  commonsense, r u le s ,  p r o b a b i l i t y ,  and i n  fa ce  o f th e se  im i t a t io n  
o fte n  has to  make a fo rc e d  r e t r e a t .  N eve rth e le ss  l ip - s e r v ic e  is  
p a id  to  i t  in  a l l  d e f in i t io n s  and we may say t h a t ,  g e n e ra lly  
s p e a k in g , G ottsched is  wont t o  s tre s s  i t  whenever the  p a r a l le l  
w ith  n a tu re  i s  obv ious and th e  p r in c ip le ,  i n  consequence, easy o f 
a p p l ic a t i  on .^
As m igh t be expec ted , th e  c o rn e r-s to n e  o f h is  d ra m a tic  th e o ry  
i s  th e  Fabel b u i l t  round a m o ra l p r in c ip le .  He g ive s  a k in d  o f 
re c ip e  f o r  making i t .  F i r s t  the  m o ra l p r in c ip le  is  chosen and th e n  
an a c t io n  w hich s u ita b ly  i l l u s t r a t e s  i t  i s  so u gh t. Having found 
t h i s ,  i t  i s  p o s s ib le  to  make i t  in t o  any s o r t  o f a poem, d ra m a tic  
or o th e rw is e . Whàt i t  becomes, we are  t o ld ,  depends s o le ly  on the  
k in d  o f names g iv e n  to  th e  c h a ra c te rs ! The c h ie f  d if fe re n c e  between 
a F abe l s u ita b le  f o r  an e p ic  and one s u ita b le  f o r  dram a, however, 
i s  th a t  th e  l a t t e r  must be p ro ba b le  even i n  i t s  o r ig in a l  p rem ises : 
"D ie  d ram atisehen  FabeIn le id en n ic h ts ,  a ls  was w a h rs c h e in lio h  i s t . " ^  
"Whereas the  F abe l o f  an e p ic  need o n ly  be p robab le  i n  th e  lo g ic  o f 
i t s  subsequent tre a tm e n t, w hatever the im p r o b a b i l i t ie s  we are  
p r im a r i ly  asked to  a c c e p t.
The Fabe l must be com p le te . T h is  G ottsched in te r p r e t s  as 
meaning th a t  i t  must c o n ta in  a l l  the  even ts  re q u ire d  t o  i l l u s t r a t e  
f u l l y  the  m o ra l p r in c ip le  in v o lv e d .  T h is  a lone  de te rm ines  the  p o in t
1 C .D .. p . 133.
2 C f. F . S ervaes, D ie  P o e tik  G ottscheds und d e r S chw e ize r. 
S tra s s b u rg , 1887, p . 37.
3 C .D .. pp. 146 -  154.
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o f d e p a rtu re  and th e  end. A p la y  shou ld  c o n ta in  o n ly  one F a b e l. 
a lth o u g h  s u b s id ia ry  p lo ts  may be a d m itte d . But these  must i n  no 
way compete in  im portance  w ith  the  main a c t io n .
Far more a t te n t io n  is  p a id  on th e  whole to  th e  a c t io n  th a n  
to  th e  c h a ra c te rs  in  drama. Th is  i s  unde rs tandab le  in  v ie w  o f 
th e  im portance  w h ich  G ottsched a tta ch e d  to  th e  Fabe l i n  g e n e ra l.
I n  h is  commentary to  th e  A rs P o e tica  a t  th e  b e g in n in g  o f the  
D ic h tk u n s t he w ould seem to  suggest th a t  good c h a ra c te r is a t io n  
can cover a m u lt itu d e  o f s in s ;  bu t e lsew here i n  h is  w r i t in g  he 
a lw ays in s is t s  th a t  th e  conduct o f th e  a c t io n  i s  th e  most d i f f i c u l t  
th in g  and seldom ach ie ve d : "Es h a t v ie le  Poeten gegeben, d ie  i n  
a lle m  anderen Zubehor des T ra u e rs p ie ls , in  den C ha ra c te re n , i n  
dem A usdrucke , i n  den A ffe fe te n  g lü c k l ic h  gewesen: Aber i n  der
F abe l i s t  es seh r wenigen g e lu n g e n ." !  T h is , th e n , is  th e  r e a l  
c r i t e r io n  o f a good drama; and the  one g u id in g  p r in c ip le  i n  
c a r ry in g  ou t t h is  d i f f i c u l t  ta s k ,  i n  d e ve lo p in g  th e  course o f 
the  a c t io n  i s ,  n a tu r a l ly ,  p r o b a b i l i t y .
As to  th e  persons o f drama, th e y  are  n o t to  be com plex, b u t
s im p le , s t ra ig h t fo rw a rd  c h a ra c te rs . G o ttsched , i t  w i l l  be remembered, 
a dv ised  th e  poet to  go t o  p h ilo s o p h y  i n  o rd e r to  understand  human
n a tu re ; t o  s tudy  th e  v a r io u s  p s y c h o lo g ic a l types  d e sc rib e d  th e re .
These types he now expects  to  be t ra n s fe r re d  to  th e  stage and to  
c a r ry  th ro u g h  the  a c t io n  chosen by th e  poe t to  i l l u s t r a t e  h is  m o ra l 
p r in c ip le .  They are  to  rem ain  th ro u g h o u t "g le ic h fb rm ig  m it  s ic h  
s e lb s t " . ^  A proud man must shew h im s e lf  p ro u d , a coward f r ig h te n e d ,  
a m ise r m is e r ly ;  and th e y  must behave thus c o n s is te n t ly  r i g h t  up 
t o  the  end o f th e  p la y .  He th u s  a llo w s  n e ith e r  developm ent and 
grow th  o f a c h a ra c te r d u r in g  th e  course o f the  a c t io n ,  no r th a t  
b e w ild e r in g  in c o n s is te n c y  so o fte n  m a n ifes te d  by human b e in g s . I n  
o th e r w ords, th e  p r in c ip le  o f im i t a t io n  o f n a tu re  has a g a in  receded 
somewhat in t o  th e  background. In s te a d  o f th e  s tage  h o ld in g  up 
th e  m ir ro r  to  men as th e y  a re ,  i t  i s  to  c a l l  t o  l i f e  p u p p e t- f ig u re s , 
" ty p e s "  o f man s tu d ie d  i n  th e  a b s t r a c t .  Chly o c c a s io n a lly  does 
G ottsched seem to  r e a l is e  th e  p o s s ib i l i t y  o f "m ixed" c h a ra c te rs : 
"Z u w e ile n  s c h e in t es auch , a ls  ob es e ine  g le ic h g U lt ig e  oder 
m i t t le r e  A r t  d e rse lb e n  gabe, d ie  weder gut noch bose s in d . " ^
1 I b i d . .  p . 675.
2 I b i d . . p . 24 . C f. to o ,  p . 681.
3 I b id . .  p . 661.
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For any d e p a rtu re  fro m  the  t r a d i t i o n a l l y  accepted type s  the audience 
must be v e ry  c a r e fu l ly  p re p a re d , as i f  f o r  som ething q u ite  out o f the  
o rd in a ry ;  shou ld  i t ,  f o r  in s ta n c e , happen th a t  an o ld  man i s  n o t 
m is e r ly  or a young man n o t a s p e n d th r i f t ,  th en  v e ry  s p e c ia l care must 
be ta ke n  to  make such unusua l ch a ra c te rs  c o n v in c in g  and p robab le  j l  
I n  t h is  co n cep tio n  o f c h a ra c te r ,  w h ich  so c le a r ly  c o n f l ic t s  w ith  any 
s t r i c t  th e o ry  o f im i t a t io n ,  G ottsched was in f lu e n c e d  p a r t ly  by o th e r 
th e o r ie s ,  w M ch he d id  n o t c c m p le te ly  u n de rs ta n d , p a r t ly  by h is  French 
m ode ls . The la t t e r  in f lu e n c e  is  c le a r ly  a t work when he demands th a t  
o n ly  th e  c h ie f  persons s h a l l  be f u l l y  c h a ra c te r is e d ; and a g a in  in  
th e  method he suggests f o r  e xa g g e ra tin g  c h a ra c te r in t o  types s u ita b le  
f o r  drama: "E in  k lu g e r Poet sueh t s ic h  la u te r  ungemeine Helden u n i 
H e ld in n e n , la u te r  unmens oh l i e  he Tyrannen und verdam m liche B bsew ich te r
a u s  1/fenn i c h  e in e n  G e izha ls  v  o r s te  l i e , so muss ic h  f r e y l i c h
ke in e n  m itte lm K s s ig e n  Geiz a b b i ld e n . . .  sondern ic h  muss a l lé s  
zusammensuchen, was ic h  an ve rsch ied ene n  kargen Leuten  bemerket 
habe, und aus d ie se n  S tucken e in e n  vollkommenen G e izha ls  zusammen- 
s e tz e n ."2
D ram atic  fo rm , as f a r  as G ottsched i s  concerned, c o n s is ts  i n  
th re e  th in g s :  th e  d u ra t io n  o f  th e  a c t io n ,  th e  n a tu re  o f the  p la c e , 
and th e  fa c t  o f th e  whole b e in g  in  d ia lo g u e . Only i n  these re sp e c ts  
does i t  d i f f e r  from  the  e p ic .  A p a rt fro m  th e  f a c t  o f d ia lo g u e , 
th e n , fo rm  i s ,  f o r  h im , synonymous w ith  the  u n i t ie s  o f tim e  and p la c e . 
The a u th o r i ty  o f  these is  h e ld  to  be a b s o lu te . Whether they  accord 
o r c o n f l ic t  w ith  the  p r in c ip le  o f im i t a t io n  i s  i r r e le v a n t .  They 
a re  observed by h is  French m odels; th e re  i s  n o th in g  vague and 
nebulous about them; th e y  can e a s i ly  be grasped and a p p lie d  by 
young p o e ts . These are  th e  fa c to rs  w h ich  count w ith  G o ttsched .
Indeed the u n i t ie s  fo rm  ju s t  th e  k in d  o f p r a c t ic a l  gu ide th a t  he 
is  lo o k in g  f o r .  He j u s t i f i e s  t h e i r  use by an appea l to  p r o b a b i l i t y  
and th u s , to  h is  own s a t is fa c t io n ,  b r in g s  them in t o  r e la t io n  w ith  
th e  im i t a t io n  th e o ry .
U n ity  o f a c t io n ,  be in g  n o t so s im p le  and easy t o  d e f in e ,  i s  
d e a l t  w ith  i n  summary fa s h io n .  The purpose o f a p la y  i s  to  
i l l u s t r a t e  one "m o ra lis c h e r L e h rs a tz " ; th e re fo re  o th e r a c t io n  must 
be c o m p le te ly  s u b o rd in a te d  to  the  m ain a c t io n  w h ich  serves th is  
pu rpose , a lth o u g h  s u b s id ia ry  p lo t s ,  so long  as th e y  do n o t encroach
1 I b i d . . p . 705.
2 I b i d . .  p , 178.
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on the  m ain a c t io n ,  may each in  tu r n  i l l u s t r a t e  s t i l l  ano the r m o ra l 
p r in c ip le .  U n ity  o f a c t io n  th u s  f in d s  i t s  j u s t i f i c a t i o n  i n  the 
m o ra l purpose o f th e  drama. The o th e r tv/o u n i t ie s  f in d  th e ir s  in  
commonsense.
F i r s t  l e t  us ta ke  u n it y  o f  p la c e . The scene o f th e  a c t io n  
must be th e  same th ro u g h o u t th e  p la y ,  and f o r  t h is  re a so n . The 
s p e c ta to rs  must rem a in  seated i n  one p la c e ; " f o lg l i c h  mussen auch 
d ie  s p ie le n d en Personen a l le  a u f einem P la tz e  b le ib e n , den jene 
über sehen konnen, ohne ih r  en Q rt zu a n d e rn ." !  I t  i s  n o t th e  
w o n d e rfu l sce n ic  e f fe c ts  w hich  Gottsched o b je c ts  to  i n  opera ; he 
is  ou traged by th e  fre q u e n t tra n s fo rm a tio n  o f th e  scene d u r in g  a 
s in g le  pe rfo rm ance . Because o f t h i s  the  s p e c ta to r  fe e ls  as i f  he 
is  on a jo u rn e y ; o r ,  more a c c u ra te ly ,  as i f  he i s  in  a magic land 
in  w h ich  scenes and p laces  t r a v e l  p a s t h im .2 And as we know, 
G ottsched has l i t t l e  use f o r  e i t h e r  fa e ry  seas or magic la n d s .
The same k in d  o f p r o b a b i l i t y  su p p lie s  th e  measure by w hich 
the  v a l i d i t y  o f th e  u n it y  o f t im e  is  te s te d .  A ga in  i t  is  th e  
s p e c ta to r ,  s i t t i n g  th e re  in  th e  same p lace  and o n ly  f o r  a c e r ta in  
le n g th  o f t im e , around whom th e  whole argum ent re v o lv e s *  "denn 
was h a t es fü r  e in e  V fe h rs c h e in lic h k e it ,  wenn man in  dem e rs te n
A u f t r i t t e  den H elden in  d e r M e g e  und z u le tz t  gar im  Barge
v o r s te l le n  w o l l t e . . . .  Oder w ie i s t  es w a h rs c h e in lic h , dass man es 
a u f d e r Schaubuhne e t l ic h e m a l Abend werden s ie h t ;  und doch s e lb s t ,  
ohne zu es sen oder zu t r in k e n  oder zu s c h la fe n , immer a u f e in e r  
S te l le  s itz e n  b le i b t ."3  The b e s t p la ys  a re  those  i n  w hich  the  
a c t io n  would n o t have taken  more tim e  to  happen in  r e a l i t y  than  
to  be perform ed on th e  s ta g e . A t th e  most the  a c t io n  shou ld  n o t 
la s t  lo n g e r than  tw e lv e  ho u rs . And these m ust be hours o f the  
day , n o t o f th e  n ig h t ,  " w e i l  d ie  Naoht zum S ch la fe n  bestiram et 
i s t . "  On th is  p o in t  G ottsched c r i t i c is e s  C o rn e ille  because the  
a c t io n  o f Le _Cid  la s ts  a f u l l  tw e n ty - fo u r  h o u rs .^
1 I b i d . . p . 678.
2 C .B .. X , v o l .  3 , p . 311.
3 G .D .. pp . 676, 677.
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The s p e c ta to r  G ottsched has i n  mind seems to  be a c re a tu re  
o f p u re ly  p h y s ic a l a t t r ib u t e s ,  devo id  o f im a g in a t io n . Throughout 
the  perform ance he m ust have i n  v ie w  th e  scene in  w hich th e  
a c t io n  takes  p la c e ; and s ince  w ith  h is  body he does n o t move 
from  th e  th e a tre ,  th e re  i s ,  f o r  G ottsched o n ly  one p o s s ib le  
c o n c lu s io n  to  be drawn; the  scene on th e  s tage  must co n tin u e  to  
be th a t  w h ich  th e  s p e c ta to r  f i r s t  saw in  f r o n t  o f him as he en te red  
the  th e a t r e .  I t  i s  o n ly  w ith  th e  a c tu a l p h y s ic a l p re s e n ta t io n  
o f drama th a t  G ottsched  i s  concerned. I t  does no t m a tte r how long  
th e  s to ry  o f an e p ic  la s ts  because th a t  i s  o n ly  meant to  be read ; 
b u t th e  s to r y  o f a p la y ,  w hich is  t o  be p h y s ic a l ly  ac ted  by l iv in g  
people w it l i^ th e  space o f a fe w  h o u rs , is  a d i f f e r e n t  m a tte r .  
D e s c r ip t io n  o f ,  o r even re fe re n c e  t o ,  th e  scene in  the  te x t  o f 
th e  p la y  i s  unnecessary , f o r  t h is  i s  n o t th e  concern o f th e  poet 
a t  a l l .  He o n ly  needs to  g ive  some g e n e ra l in d ic a t io n  o f th e  
scene i n  a s ta g e -d ir e c t io n .  The r e s t  is  a m a tte r  f o r  th e  p ro d u c e r.< 
Indeed no g re a t v a r ie t y  i n  th e  cho ice  o f scene f o r  p la ys  i s  
d e s ira b le  ; "B in  Haus oder e in  P la tz  a u f o f f e n t l i cher S tra s s e muss 
de r S chaup la tz  werden, wenn s ie  i n  d e r S ta d t v o rg e h t: Sonst
kbnnte es auch w ohl e in  k b n ig l ic h e r  P a H a s t, e in  G arten , oder e in  
liValdchen s e y n ."3
I t  is  ab und an tly  c le a r  fro m  a l l  t h is  t h a t ,  in  c o n s id e r in g  
the  prob lem  o f the  u n i t ie s  o f tim e  and p la c e , G ottsched is  w h o lly  
absorbed by th e  r e la t io n  o f the  s p e c ta to r  t o  th e  p h y s ic a l s ta g e - 
s e t t in g .  He would a v o id ,  i f  p o s s ib le ,  any d isc re p a n cy  between 
th e  p h y s ic a l w orld  around him and th e  im a g in a ry  w o rld  i n  th e  p la y . 
That o th e r  aspect o f  p r o b a b i l i t y  -  the  r e la t io n  o f the  tim e  and 
th e  p lace  to  th e  c h a ra c te rs  and events  o f  th e  drama -  does n o t 
concern  him  a t a l l .
Th is  p re o ccu p a tio n  w ith  th e  p h y s ic a l s p e c ta to r ,  r a th e r  than  
w ith  h is  im a g in a t io n , i s  e v id e n t a g a in  when G ottsched d ea ls  w ith  
th e  q u e s tio n  o f d iv is io n  in t o  a c ts .  He takes  over th e  t r a d i t i o n a l  
f i v e  a c ts  w ith o u t d is c u s s io n , b u t n o t because o f i t s  t r a d i t i o n ,  
n o r w ith  any a tte m p t to  j u s t i f y  i t  by re fe re n c e  to  in n e r  con­
s t r u c t io n ,  b u t w ith  th e  comment th a t  i t  i s  a conven ien t number.
1 I b i d . .  p . 676.
2 I b i d . . p . 687: "D ieses geht den Poeten n ic h t  w a ite r  a n , a ls  in  
so w e it  e r s a g t, wo d e r S chaup la tz  des Stückes gewesen, darnach 
s ic h  d e r T h e a te rn m e is te r naohmals r ic h te n  muss. "
3 I b i d . . p . 70S.
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"d a in it  dem Zuschauer n ic h t  d ie  Z e it  gar zu lang m ir d e . " !  H is 
rem arks on where th e  d iv is io n  should  come, on how to  c o n s tru c t 
a p la y  i n  f i v e  a c ts ,  re v e a l ju s t  how m echan ica l G ottsched con­
ce ived  p la y - w r i t in g  to  be . The m ain a c t io n  and a l l  a tte n d a n t 
c ircum stances a re  f i r s t  d e te rm in ed : "D ieses t h e i l t  e r  dann in  
fU n f S tucke e in ,  d ie  unge fehr g le ic h  gross s in d , und o rdne t s ie  
so , dass n a t u r l i cher Iffeise das le tz te r e  aus dem vorhergehenden 
f  l i e s s e t ................"2
As regards o th e r aspects  o f d ra m a tic  c o n s tru c t io n ,  G ottsched 
has v e ry  l i t t l e  t o  say on th e  s u b je c t .  The e x p o s it io n  must re v e a l 
th e  c h a ra c te r o f th e  c h ie f  persons so th a t  t h e i r  subsequent a c t io n s  
are  e a s i ly  understood  and c o n v in c in g . From t h is  p o in t  th e  in t r ig u e  
should  b e g in  t o  d e v e lo p , becoming more and more in v o lv e d  u n t i l  
th e  la s t  a c t ,  i f  p o s s ib le  th e  la s t  scene, where the  denouement 
ensues : "D ie se r Knoten i s t  i n  de r Fabe l n o th ig ,  d ie  Aufm erksam keit
de r Zuschauer zu erw ecken, und s ie  a u f den Ausgang s o le h e r v e r -  
w ir r te n  Handel b e g ie r ig  zu m achen."3  We see th a t  th e  in t e r e s t  o f  
the  s p e c ta to r  is  t o  be d ire c te d  t o  th e  p lo t  and i t s  r a m if ic a t io n s  
ra th e r  th a n  to  th e  ch a ra c te rs  and th e i r  re a c t io n s  i n  a g iv e n  
s i t u a t io n .  I t  i s  h is  c u r io s i t y  th a t  i s  to  be a roused , and in  
consequence, in te r v e n t io n  by a deus ex machina i s  re je c te d  out 
o f hand.4  For t h is  d e p rive s  him o f th e  p le a su re  o f  w a tch ing  a l l  
th e  p ie ce s  f i n a l l y  d rop  in t o  p la c e .
The same m echan ica l in t e r p r e ta t io n  o f d ra m a tic  c o n s tru c t io n  is  
a t  th e  back o f G o ttsched*s demand th a t  th e  v a r io u s  scenes must be 
w e l l  connected and f o l lo w  c o n v in c in g ly  one on th e  o th e r .  Th is is  
o b v io u s ly  o f im po rtance  f o r  a th e a tre  i n  w h ich  i t  was th e  p ra c t ic e  
n o t t o  low er the  c u r ta in  u n t i l  th e  end o f th e  pe rfo rm ance , o r a t  
most between a c ts .  But i t  would seem th a t  G ottsched*s c h ie f  
concern  i s  w ith  th e  " r u le "  w h ich  had grown up in  t h is  co n n e c tio n  -  
th e  r u le  o f never le a v in g  the  s tage em pty. T h is  assumes f o r  him 
an e x is te n c e  i n  i t s  own r i g h t .  I t  i s  the  p h y s ic a l presence o f th e  
peop le  on th e  s tage  w h ich  i s  th e  th in g  th a t  m a tte rs , n o t the  
p s y c h o lo g ic a l reasons f o r  t h e i r  be in g  th e re .  I n  p r a c t ic e ,  i t  was 
f o r  him  n o th in g  more than  one o f th e  annoying  te c h n ic a l i t ie s  
w h ich  were in v o lv e d  in  co n co c tin g  a p la y  and w hich  had to  be 
overcome by some d e v ice  or o th e r .  Th is i s  c le a r  from  h is  defence
1 P- 673
2 I b i d . . P* 674
3 I b i i o . P ' 679
4 P* 31 .
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o f h is  own Cato i n  whioh he ad m its  th a t  h is  d e v ice s  a re  n o t as 
good as th e y  m igh t b e . l  he c le a r ly  cons ide rs  i t  a v i t a l l y  
im p o r ta n t " r u le "  and ro u n d ly  c r i t i c i s e s  C o rn e ille  f o r  o ffe nces  
a g a in s t i t  ; "Wie o f t  la s s t  e r n ic h t  d ie  Schaubuhne le e r  w erden, 
noch ehe e in e  Handlung aus i s t ! "2
To the  q u e s tio n  o f  monologues G ottsched a p p lie s  th e  same te s t  
as t o  o pe ra , a sk in g  w he the r people behave l ik e  th a t  in  r e a l  H f e .  
Monologues co u ld  pass when th e re  was a chorus p re sen t th ro u g h o u t 
th e  drama, because tho u g h ts  were th e n  be ing  communicated someone 
and p r o b a b i l i t y  was thus  ensured . But now, i n  the  absence o f a 
ch o ru s , monologues are  th ough ts  spoken a loud  by a person a lone  on 
th e  s tage and hence h ig h ly  im p ro b a b le , s ince  s e n s ib le  peop le  do 
n o t t a l k  a loud  when th e y  are  a lo n e ; "K luge  Leute p f  le  gen n ic h t .  
la u t  zu re d e n , wenn s ie  a H e in  s in d ; es ware denn i n  be sonder en 
A f f e c ten , und das zwar m it  wenig W orte n ."3 A s ides re q u ire  a 
s l i g h t l y  d i f f e r e n t  argum ent. These do occur in  r e a l  l i f e  and th e re  
would be no danger o f o ffe n d in g  a g a in s t th e  law  o f p r o b a b i l i t y  
were i t  n o t f o r  th e  fa c t  t h a t ,  on th e  s ta g e , such remarks must be 
u t te re d  lo u d ly  enough f o r  the  audience to  h e a r. And here a r is e s  the  
much-dreaded im p r o b a b i l i t y .  For some, a t  le a s t ,  o f  th e  people on 
th e  stage a re  in te n d e d  n o t to  hear th e  rem ark; y e t  th e y  a re  much 
n e a re r to  th e  speaker tha n  th e  au d ie n ce . How can t h is  be? "Vifeis 
h ie r  f ü r  e ine  M h r s c h e in l ic h k e it  s te  eke , das habe ic h  n iem als 
ergrUnden konnen; Es ware denn, dass d ie  anwesende Person a u f e in e  
so ku rze  Z e it  i h r  Gehor v e r lo h re n  h K t te . " ^
Gottsched has l i t t l e  o f in t e r e s t  to  say about language and 
s ty le  i n  drama. H is  remarks a re  vague and g e n e ra l, the  sole 
p r in c ip le  th a t  gu ides him b e in g , a g a in , commonsense. He makes 
th e  g e n e ra l s ta tem en t th a t  the  d if fe re n c e  between c h a ra c te rs  should  
be apparen t a ls o  from  th e i r  w ords , b u t he does n o t embark upon a 
d is c u s s io n  o f t h i s  k n o tty  p rob lem  o f d i f f e r e n t ia t io n  o f d ia lo g u e .3 
He r e je c ts  sen te n tiou sn e ss  and, p a r t i c u la r ly  i n  e m o tio n a l passages.
1 C .B .. V , v o l .  2 , p . 39 .
2 I b i d . .  p . 4 8 .
3 C .D .. p . 7(%.
4 I b id .
5 C .B .. V , v o l .  2 , p . 56.
43.
exce ss ive  o rn a m e n ta tio n . Tragedy re q u ire s  an "erhabene und 
p ra c h t ig e  S c h re ib a r t* ';  b u t ,  on the  o th e r hand, good poets w i l l  
see to  i t  th a t  th e y  keep th is  nob le  s ty le  w e l l  w ith in  the  bounds 
o f m od e ra tio n  by c o n s ta n t re fe re n c e  to  reason  and p r o b a b i l i t y . !
As regards th e  use o f ve rse  f o r  drama, G ottsched*s p o s it io n  
is  no t q u ite  c le a r .  I n  th e  D ic h tk u n s t he does n o t r e je c t  the  use 
o f v e rs e , even i n  ccmedy. But b o th  th e re  and i n  th e  f i r s t  number 
o f  th e  B evtrage he a tta c k s  th e  use o f rhyme i n  drama and says 
th a t  i t  is  as im probable  as s in g in g  in  o p e ra .2 People s im p ly  do 
n o t rhyme in  r e a l  l ^ f e .  Ch th e  o th e r hand, we know th a t  G ottsched 
suppo rted  S traube *s  a r t ic le s  on rhyme i n  drama; and i n  those 
a r t i c le s  S traube  went beyond rhyme and a tta c k e d  ve rse  i t s e l f  as 
im p ro b a b le .^  Moreover the  arguments he used are  in  com plete 
accordance w ith  G ottsched*s crude v ie w  o f p r o b a b i l i t y ,  f o r  b o th  
s p r in g  from  th e  same co n ce p tio n  o f a r t .
I n  v ie w  o f G ottsched*s co n s tan t appea ls  to  p r o b a b i l i t y  and 
h is  in s is te n c e  on a c lose  a p p ro x im a tio n  to  r e a l i t y ,  we should 
expect tra g i-co m e d y  to  ap p e a l to  him as be in g  e m in e n tly  r e a l i s t i c .  
But he e x p re s s ly  r e je c ts  th e  id e a . The reason  f o r  t h is  i s  p a r t ly  
th e  t r a d i t i o n a l  s t r i c t  s e p a ra tio n  o f c lasse s  i n  dramas k ing s  and 
p r in c e s  moving i n  th e  re a lm  o f tra g e d y , th e  m id d le -c la s s  d is p o r t in g  
i t s e l f  i n  comedy. G ottsched adm its  th a t  th e  g re a t ones o f t h is  
w o rld  may do f o o l is h  th in g s ,  b u t i t  would be la c k in g  in  re s p e c t to  
d e p ic t  them as r id ic u lo u s .  A p a rt fro m  t h is  h is  m ind was to o  fo n d  
o f  w a te r - t ig h t  com partm ents: "B ine  T ra g i-ccm o d ie  g ie b t  e inen  so 
ungere im ten  B e g r i f f ,  a Is  wenn ic h  s a g te , e in  lu s t ig e s  K la g e lie d ." ^  
The o n ly  k ind s  o f drama w h ich  he a d m its , th e n , a re  tra g e d y , comedy, 
p a s to ra l and th e  much desp ised  opera w h ich  has no o r ig in a l  i n  
r e a l i t y .
On th e  e s s e n t ia l  problem s o f tra g e d y , the  t r a g ic  h e ro , t r a g ic  
g u i l t ,  c o n f l i c t ,  c a th a rs is ,  th e re  i s  no need to  d w e ll a t  le n g th  
because G ottsched h im s e lf has l i t t l e  to  say about them. The t r a g ic  
h e ro  is  the c h a ra c te r  o f g re a te s t m o ra l w o rth  i n  th e  p la y .  T h is
1 P .P . . p . 682.
2 I b i d . .  pp . 360, 707. O f. C .B .. I ,  v o l .  1 , p . 99.
3 See be low  p . 77*
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i s  p a r t i c u la r ly  c le a r  fro m  the  a r t i c le  i n  w hich he defends h is  
tra g e d y  C ato . The o b je c t io n  had been made th a t  Caesar was as 
gross o h a r a k te r is ie r t  as C ato , the  c r i t i c  th e re b y  im p ly in g  
th a t  th e  in t e r e s t  and sympathy o f th e  s p e c ta to rs  was d iv id e d  
between th e  two in s te a d  o f  be ing  con cen tra ted  on th e  he ro . 
G o ttsched , however, was concerned n o t w ith  th e  d ra m a tic  te ch n iq u e  
b u t w ith  th e  r e la t iv e  m o ra l va lu e  o f th e  c h a ra c te rs  o f h is  
p la y ,  and he in te r p r e ts  the  c r i t i c is m  as fo l lo w s  ; "E in  Poet s o l i  
f r e y l i c h  d e r H auptperson s e in e r  F abe l e ine n  m e rk lie h e n  Vorzug 
vo r a l ie n  u b r ig e n  geben und d ie  Zuschauer der g e s ta lt  vo r d ie s e lb e  
einzunehmen suchen, dass nachmals das Schrecken und ^ t  le  id  en 
i n  den U n fa lle n  d e rse lb e n  des to  empf in d l ic h e r  iverde .**! The 
Vorzug w h ich  he has in  mind i s  u ndo u b te d ly  a m o ra l one, f o r  he 
goes on to  shew th a t  th e  Caesar o f h is  p la y  cannot p o s s ib ly  be 
cons ide red  so g re a t a he ro  as Cato, s in ce  th e  c h a r a c te r is t ic s  o f 
th e  la t t e r  -  love  o f c o u n try , g e n e ro s ity  e tc .  -  a re  such as b e f i t  
a h e ro , w h ile  those  o f th e  fo rm e r -  lu s t  f o r  power and a c r a f t i l y  
d is g u is e d  ty ra n n y  -  a re  n o t .  Thus i t  i s  the k in d  o f c h a ra c te r  -  
i t s  degree o f v i r t u e  -  which makes a t r a g ic  h e ro , and n o t th e  
d ra m a tic  tre a tm e n t o f  i t .
G ottsched adm its  th a t  h is  Cato m a n ife s ts  one f a i l i n g ;  he 
seems s tu b b o rn . But th e  h e ro , a cco rd in g  to  A r i s t o t l e ,  must be 
in  some degree the  cause o f h is  own m is fo r tu n e : "l/Vare Cato ganz 
u n s o h u ld ig , und vollkcm m en ohne T ade l gewesan; so wurde man 
d e r Tugend e in e n  s ch le ch te n  D ie n s t ge than  haben, wenn man ih n  
dennooh u n g lu c k lio h  warden l asse n We see how c o m p le te ly  h is  
id e a  o f th e  t r a g ic  hero  i s  dependent on th e  m o ra l p r in c ip le  
w h ich  locms so la rg e  i n  h is  p o e t ic  th e o ry .  Drama must h e lp  t o  
f o s te r  the  id e a  th a t  v i r t u e  is  rew arded, b u t n o t th a t  com plete 
innocence may s u f fe r .  Hence the  adm iss io n  o f a f a u l t  in to  Gatovs 
c h a ra c te r  is  j u s t i f i e d  because th e  m o ra l o rder is  th e re b y  
v in d ic a te d ,  and n o t ,  be i t  n o te d , because o f th e  n e c e s s ity  o f 
a ro u s in g  p i t y  ra th e r  th a n  in d ig n a t io n  i n  the  s p e c ta to r .  The 
q u e s tio n  o f e m o tio n a l and a e s th e t ic  e f fe c t  is  o f  o n ly  m ino r 
im po rta nce  compared w ith  th a t  o f s e rv ic e s  re nde red  to  m o r a l i t y .
E lsew here , however, G ottsched does r e fe r  t o  th e  e f fe c t
1 C .B .. V , v o l .  2 , p . 51.
2 I b i d . . p . 54.
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w hich  he expects  tra g e d y  to  have on the  s p e c ta to r .  I t  has to  arouse 
em otions i n  a manner c o n s is te n t w ith  v i r t u e  ; the  em otions he 
m entions are p i t y ,  fe a r ,  sadness and amazed a d m ira t io n . More than  
t h i s  i t  must d i r e c t l y  in f lu e n c e  b e h a v io u r by fo s te r in g  a s to ic a l  
acceptance o f m is fo r tu n e  and a b e l ie f  i n  th e  u lt im a te  punishm ent 
o f e v i l  by d iv in e  w ra th . T h is  is  n o t to  be done by se n te n tio u s  
u tte ra n c e s  o f a m o ra l n a tu re  s trew n  th ro u g h o u t th e  p la y ,  b u t by th e  
s e le c t io n  and w ork ing  out o f a Fabe l w h ich  i l l u s t r a t e s  a d e f in i t e  
m o ra l p r in c ip le . !  To t h is  end is  d ire c te d  th e  whole c o n s tru c t io n  
o f  a tra g e d y : "E in  wohlgemachtes T ra u e rs p ie l z e ig e t m ir  n ic h t  mehr 
a Is  e ine  H a u p tle h re . Es le h re t  m ich e in e  Tugend l ie b e n ,  Oder e in  
L a s te r  hassen: A l le  U brige  Dinge s in d  n ic h ts  anders a Is  H u l fs m it te l
zu diesem Endzweeke zu gelangen ." ^  The p u rg in g  o f th e  em otions, 
demanded by A r i s t o t l e ,  i s ,  a cco rd in g  to  G o ttsched , none o th e r th a n  
th e  s t i f f e n in g  o f the  s p e c ta to r  so th a t  he becomes less  and less  a 
p re y  to  h is  e m o tion s . How does th is  " p u r i f i c a t ib n  o f  p i t y  and fe a r "  
ta ke  p la c e , he asks; and e x p la in s  t h a t ,  when a man f i r s t  encoun te rs  
th e  m is fo rtu n e s  o f k ing s  and heroes i n  tra g e d y , he is  amazed and 
shocked th a t  such th in g s  can happen to  th e  g re a t ones o f th e  e a r th ;  
hence fo rw a rd , however, he is  calm er i n  th e  fa ce  o f h is  om m is fo r tu n e  
s in ce  he now knows th a t  no c la s s  is  f r e e  o f  t ro u b le  and th a t  h is  own 
woes a re  as n o th in g  compared w ith  th o se  o f th e  g re a t .  I n  t h is  
manner h is  fe a r  i s  " p u r i f i e d " .  And, adds G o ttsched , i t  is  th e  same 
w ith  p i t y .  But in t o  t h is  more d i f f i c u l t  aspect o f th e  m a tte r he 
does n o t ve n tu re  to  probe more d e e p ly .^
1/Vith an eye to  th e  p u b l ic  as w e l l  as to  p r iv a te  good, he goes 
a s te p  f u r t h e r .  Not o n ly  does tra g e d y  te nd  to  make people s a t is f ie d  
w ith  t h e i r  own p r iv a te  l o t ,  b u t a ls o  w ith  th e  s o c ia l  c la ss  in  w hich 
th e y  happen to  f in d  them se lves : " s ie  b e fb rd e n .. . . .d ie  Z u fr ie d e n h e it  
m it  dem Stande d a r in n  man s ic h  b e f i n d e t H e  thus  re v e a ls  more 
f u l l y  the  p o t e n t ia l i t i e s  o f h is  p ro je c t  -  th e  p o s s ib i l i t y  o f 
tu rn in g  th e  s tage n o t o n ly  to  m o ra l, b u t a ls o  to  p o l i t i c a l  advan tage .
1 C .B .. V I I I ,  v o l .  2 ,  p .  652.
2 I b i d . .  p . 653.
3 C .B .. XXIV , v o l .  6, p . 599.
4 C .B .. X , v o l .  3 , p . 302.
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Ju s t how oo ra p lo te ly  G ottsched f a i le d  to  understand what 
was meant by c a th a rs is  is  shewn by h is  assum ption  th a t  i t  cou ld  
be ach ieved e ith e r  by tra g e d y  or by comedyi "Hun muss ic h  auch 
ze ig e n , dass d ie  Qpern Oder S in g s p ie le  d ie  L e id e n sch a fte n  n ic h t  
re in ig e n  kbnnen. Dass d ieses T rauer -  oder L u s ts p ie le  th u n  
s o lle n  und auch kbnnen, 1 s t e in e  auagemachte S a ch e ."^ This shews 
more th a n  a n y th in g  e ls e  t h a t ,  f o r  h im , the  ro u s in g  and p u rg in g  
o f  em otions was s im p ly  synonymous w ith  te a c h in g  and p re a c h in g .
What he, i n  e f f e c t ,  s a id  to  an audience was n o t ; "Be m oved!" 
b u t: "O bserve , and draw  co n c lu s io n s  f o r  you r own b e h a v io u r !"
But to  th u s  in t e r p r e t  c a th a rs is  and so e x p la in  th e  
p u r i f ic a t io n  o f the  em otions was o n ly  h a l f  th e  b a t t le  i n  w r i t in g  
about tra g e d y . G ottsched  s t i l l  had to  accoun t f o r  the  p le a su re  
aroused , and t h is  he found  v e ry  d i f f i c u l t .  The w itn e s s in g  o f 
o th e r peop le *s  m is fo r tu n e s  g ives r is e  t o  a c e r ta in  p le a su re  
because we r e jo ic e  th a t  we ou rse lves  a re  n o t i n  t h e i r  p o s i t io n .  
A ga in  th e  propaganda no te  i s  s t r u c k .  Tragedy would appear to  
serve a lm o s t as a panacea f o r  s o c ia l  d is t in c t io n s ,  as a p re v e n t­
iv e  a g a in s t c la ss  envy: "Muss es n ic h t  angenehm seyn, d ie  
grossen U n g lu c k s fa lle  d e r Kbnige und H elden, d ie  man so n s t v o r  
G lu cksk in d e r • zu ha I t  en und deswegen zu bene id  en p f le g t ,  m it  
anzusehen: und bey s ic h  i n  d e r S t i l l e  zu em pfinden , dass man m it 
ihn e n  n ic h t  tauschen m bchte , indem man vo r a lle m  dem B le n d e , so 
s ie  e rd u ld e n  mussen , b e f re y t  is t? " 2  I n  r e p ly  to  th e  o b je c t io n  
th a t  th e re  is  a tra c e  o f c r u e l t y  i n  th e  p le a su re  experienced  
when w itn e s s in g  tra g e d y , G ottsched makes a t y p ic a l  r e p ly ,  go ing  
f o r  h is  reasons away fro m  drama and th e  rea lm  o f a r t  to  th e  
sphere o f p r a c t ic a l  l i f e .  There m ig h t be some t r u t h  i n  t h is  
s u g g e s tio n , he sa ys , i f  one r e a l l y  to o k  p le a s u re  i n  see ing  
b lood  shed; o r i f  those  Tidio d ie  on th e  s tage  d id ,  in  r e a l i t y ,  
lose  t h e i r  l i f e .  But we know th a t  no one d ie s  ju s t  because he 
is  a c t in g  the  p a r t  o f a d y in g  p e rs o n !3 Th is i s  in  s tra n g e  c o n f l i c t  
w ith  h is  demand f o r  com plete i l l u s i o n ,  w ith  h is  o b je c t io n  to  
rhyme i n  drama because he th in k s  i t  l i k e l y  t o  p re v e n t th e  s p e c ta to r  
fro m  im a g in in g  th a t  he sees r e a l i t y  b e fo re  h im . On th e  o th e r hand, 
i t  accords p e r fe c t ly  w ith  the  s tanda rds  o f p r o b a b i l i t y  w h ich  
G ottsched was wont to  a p p ly  to  dram a, w ith  h is  com plete in c a p a c ity  
to  abandon h im s e lf to  any im a g in a t iv e  i l l u s i o n .  He is  c o n te n t to  
e x p la in  th e  s p e c ta to r ’ s p lea su re  i n  tra g e d y , by h is  supposed r e -
1 C .B .. V I I I ,  v o l .  2 , p . 656.
2 C .B .. X , v o l .  3 , p . 300.
3 I b i d . .  p .  303.
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K H c o lle c tio n  th a t  th e  s u f fe r in g  i s  n o t " r e a l " .  Or e ls e ,  as a t  one 
p o in t ,  he adm its  d e fe a t and denies th a t  p leasu re  is  experienced  a t  a l l .
L i t t l e  a tte m p t is  made by G ottsched to  d e a l a t  a l l  a d e q u a te ly
w ith  the prob lem  o f the  r e la t io n  o f drama to  h is t o r y ;  presum ably 
because, h a v in g  once d e c id e d  th a t  th e  purpose o f each drama i s  the  
e lu c id a t io n  and i l l u s t r a t i o n  o f a m o ra l p r in c ip le , the  m a tte r  d id  
n o t p resen t i t s e l f  t o  h im  as a p rob lem . I n  v ie w  o f h is  r e i t e r a te d  
demand th a t  drama should  approx im ate  as c lo s e ly  as p o s s ib le  to  th e  
a c t u a l i t y  on w h ich  i t  i s  based, i t  m igh t a t f i r s t  seem s u rp r is in g  
to  f in d  th a t  he i s  no s t i c k le r  f o r  h is t o r ic a l  accu racy  i n  tra g e d ie s  
b u i l t  round h is t o r ic a l  them es. But when we r e c a l l  h is  Fabel 
th e o ry ,  we see a t  once th a t  i t  cou ld  n o t w e l l  be o th e rw is e . Somewhere, 
somehow he has to  leave room f o r  t h a t  in v e n tiv e n e s s  w h ich  he deemed 
th e  c r i t e r io n  o f th e  p o e t. And so he t e l l s  us th a t  th e  s ta r t in g  
p o in t  o f a h is t o r ic a l  tra g e d y , th e  germ o f i t ,  i s  n o t h is to r y  a t  a l l ,  
b u t th e  p lo t .  T h is  th e  p o e t in v e n ts ;  then  he loo ks  round i n  h is to r y
f o r  a s im i la r  event and g ives  to  h is  c h a ra c te rs  the  f a m i l ia r ,
h is t o r ic a l  names connected w ith  th a t  ep isode i n  o rd e r to  make them
more " p r o b a b le " . !  Having done t h i s ,  he need n o t t ro u b le  h im s e lf  .
fu r th e r  w hether th e  course  o f a c t io n  i n  th e  p la y  fo llo w s  the
sequence o f even ts  in  h is t o r y ,o r  w he the r the  c h a ra c te rs  resem ble 
t h e i r  h is t o r ic a l  namesakes. I t  s u f f ic e s  i f  th e  vague r e c a l l in g  
o f these  peop le  and these  happenings serves to  s tre n g th e n  in  
th e  s p e c ta to r  th e  b e l ie f  t h a t  what he i s  w itn e s s in g  r e a l l y  cou ld  
happen.
But t h is  freedom  w h ich  G ottsched g ra n ts  to  th e  poet i s  n o t 
any freedom  o f the  im a g in a t io n . I t  i s  n o t g ra n te d  to  him  so th a t  
he may in tro d u c e  in t o  th e  ca su a l f lo w  o f h is t o r ic a l  events th e  
sharp  nerve o f t r a g ic  c o n f l i c t ;  no t th a t  he may g a th e r up loose  
ends, w hich t a i l  o f f ,  m ea n ing less , and t i e  them in t o  a coheren t 
k n o t; n o t even th a t  he may imbue the  p a le ,  vague f ig u re s  o f
s ta tu te  and c h ro n ic le  w ith  th e  s t u f f  o f  d ra m a tic  l i f e .  The
so v e re ig n  a u th o r i t y  w h ich  he a llo w s  h is  d ra m a tis t  to  assume over 
th e  raw  m a te r ia l  o f h is t o r y  i s  f o r  th e  fu r th e ra n c e  o f m o ra l 
ends, l/ïhere h is to r y  has lam en tab ly  f a i le d  in  v in d ic a t in g  th e  
m o ra l o rd e r o f the  u n iv e rs e , the  poe t must s to p  i n  and remedy 
th e  d e fe c t .  H is  ta s k  is  to  b r in g  o rd e r in t o  chaos; n o t a 
d ra m a tic , n o t an a e s th e t ic ,  b u t a m o ra l o rd e r.
1 Q-.D. # p . 2 7 .
2 I b id . .  p . 674
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A lthough  G ottsched th in k s  th a t  tra g e dy  i s  the  h ig h -w a te r 
mark o f l i t e r a r y  ach ievem ent, i t  i s  when he w r ite s  about comedy 
th a t  he r e a l ly  fe e ls  a t  heme. Here he is  a t  ease, in  h is  own 
sphere . He is  n e ith e r  tro u b le d  by those b e w ild e r in g  elements 
o f th e  m iracu lous w ith  which he had to  reckon  indien t r e a t in g  o f 
th e  e p ic ;  nor i s  he d is tu rb e d  by th a t  d is re g a rd  o f p la in  fa c t  
which he encountered in  th e  e m o tio n a l ou tpourin gs  o f th e  l y r i c .
And th e  d id a c t ic  s a t i r e ,  which was what comedy then  in  fa c t  
amounted to ,  was more in  tune w ith  h is  own na tu re  than the  
tu rb u le n t  emotions o f tra g e d y . Of these la t t e r  he was always 
in c l in e d  t o  be s u s p ic io u s ; hence h is  tendency to  tame them 
down in t o  p a le , p e d a n tic , and e s s e n t ia l ly  ha rm less, shadows 
o f them se lves. Moreover the  people p o rtra y e d  by comedy -  the  
m id d le -c la s s es in  the  town -  a re  the people whom he knew b e s t, 
because he moved among them. More im p o rta n t even th a n  th a t ,  
th ey  are  the  people among whom he hoped to  spread h is  re fo rm s , 
and whom he in te nd e d  to  educa te . But i t  proved a l i t t l e  d i f f i c u l t  
to  educate them up to  h ig h  tra g e d y  i n  one sweep. Prom comedy 
he cou ld  hope m ore, !  fo r  here they  had the  s a t is fa c t io n  o f seeing 
them selves r e f le c te d  and were, i n  consequence, no t o n ly  e d if ie d ,  
b u t g r a t i f ie d .
The t r a d i t io n a l  th e o ry  o f comedy as Gottsched found i t  was 
a dm ira b ly  f i t t e d  to  fu r th e r  h is  genera l p la n s . Great s tre s s  was 
la id  on the d id a c t ic  e lem ent; indeed t h is  has tended to  obtrude 
so much a t^ th e  expense o f la u g h te r th a t i t  had re s u lte d  in  the  
a lm ost complete d iv o rc e  o f comedy frcm  th e  com ic. G ottsched does 
not go so f a r .  The d id a c t i *  e lem ent i s ,  o f cou rse , kep t w e l l  to  
the  fo re  in  h is  d is c u s s io n  o f comedy, b u t the  rô le  o f la u g h te r 
is  no t ove rlooked . In  fa c t  he in s is ts  th a t  comedy s h a l l  evoke 
loud la u g h te r .  I t  is  t ru e  th a t  he o fte n  w ro te  o f comedy and 
tra g e d y  as though the  so le  d if fe re n c e  between them were the  ra n k  
o f th e  ch a ra c te rs  p '^ t ra y e d ,  even going so f a r  as to  a t t r ib u te  th e  
same p u rg in g  e f fe c t  t o  b o th . B u t, d e s p ite  t h i s ,  he does adm it
th a t  comedy, w h ile  having the same ge ne ra l fu n c t io n  as tra g e d y ,
y e t f u l f i l s  i t  i n  a way p e c u lia r  to  i t s e l f .  I t  d i f f e r s  bo th  in  
the k in d  o f f a i l i n g  i t  c o rre c ts  and in  the  method adopted f o r  the 
purpose.
■What comedy is  to  c o r re c t a re  no t those m ajor f a u l t s  o f
c h a ra c te r W iich  are l ia b le  to  have se rio u s  consequences, b u t m inor
fa u l t s  and v ic e s ,  harmless enough in  t h e i r  e f fe c ts ,  b u t u n d e s ira b le  
i n  a reasonab le  human s o c ie ty .  I t  focuses i t s  re v e a lin g  l ig h t  on the in -
G f. B. A ik in -S n e a th , Gomedv i n  Germany i n  the  f i r s t ,  h a l f  o f the  
e ig h te e q th  c e n tu ry . Cbcford, 193 6, p . 18.
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d iv id u a l ,  bu t n o t on the h idden  p laces in  h im , the  d a rk  sec re ts  
o f h is  n a tu re ; ra th e r  on th e  in d iv id u a l in  h is  p u b lic  and more 
s u p e r f ic ia l  r e la t io n s  w ith  o th e rs , on th e  l ig h te r  aspects o f man 
in  h is  p o s it io n  o f s o c ia l a n im a l. In  o th e r w ords, i t  is  concerned 
c h ie f ly  w ith  m ora ls  as th e y  express them selves in  manners.
Not on ly  must the fa u l t s  and v ice s  po rtra ye d  be o f a super­
f i c i a l ,  n o n -se riou s  c h a ra c te r , th ey  must a ls o  be r id ic u lo u s .  This 
is  an in d isp e n sa b le  q u a l i f ic a t io n .  G ottsched in s is t s  on the jo in t  
presence o f b o th  these  elements -  v ic e  and the r id ic u lo u s .  They 
must be in s e p a ra b ly  lin k e d  in  comedy. The absence o f e ith e r  makes 
i t  im poss ib le  f o r  a p la y  to  f a l l  in t o  t h is  genre. Many v ice s  a re  
abho rren t and w o rthy  o f punishment ra th e r  th a n  r id i c u le .  The p la ce  
to  p o r tra y  these i s  in  tra g e d y . On the  o the r hand, much th a t  is  
m ere ly  r id ic u lo u s  cannot p o s s ib ly  serve as s u b je c t-m a tte r  f o r  
comedy because i t  cannot be harnessed i n  the  s e rv ic e  o f m o ra l i ty .
One cannot hope th a t  the  c h a ra c te r o f a s p e c ta to r w i l l  change f o r  
the  b e t te r  th rough  m ere ly  laug h ing  a t p la y fu l  c lo w n in g . The 
n a tu re  o f the  la u g h te r which Gottsched expects comedy to  c a l l  f o r t h  
is  made abundan tly  c le a r  by h is  r e fu s a l to  a llo w  w h o lly  v ir tu o u s  
ch a ra c te rs  to  be po rtra yed  as com ic. V i r tu e ,  he says , c a lls  f o r t h  
our a d m ira tio n , b u t never our la u g h te r . !  Laughter is  thus a sso c ia te d  
w ith  sco rn . I t  is  n o t joyous or sym p a th e tic , bu t d e r is iv e  and 
c r i t i c a l .  Hence n o t on ly  c low n ing  is  excluded from  comedy, bu t a ls o  
a l l  comic o f th a t  unexpected k ind  which o fte n  cen tres  round lo va b le  
and e n t i r e ly  in n o ce n t people and which evokes an amusement in  which 
th e re  is  no tra c e  o f scorn or d e r is io n .  We laugh w ith  such 
c h a ra c te rs , b u t n o t ajg. them; they  are la ch ensw ü rd ig . b u t no t 
a us lachensw urd ig . Th is  haphazard k ind  o f com ic, no t d e lib e ra te ly  
connected w ith  th e  fa u l ts  and v ice s  o f a c h a ra c te r , nor in tro d u ce d  
w ith  th e  so le  aim o f fo c u s in g  a t te n t io n  on th e se , does n o t evoke 
th e  d is a p p ro v a l which w i l l  h e lp  to  e ra d ic a te  s im ila r  f a u l t s  in  th e  
s p e c ta to r .  Comedy is  n o t t o  be m ere ly  comic and im p ro v in g , bu t 
im p rov ing  th rough  be ing  comic and -  t h is  th e  more im p o rta n t p o in t  -  
comic on ly  where the  comic is  a t  the same tim e im p ro v in g . I t  is  
n o t enough i f  the  two elements e x is t  s id e  by s ide  in  a p la y . Each 
must be co m p le te ly  dependent on the  o th e r .
The fa u l t s  w h ich  G ottsched wants to  see r id ic u le d  a re  
d e v ia t io n s  from  the  norm o f an accepted s tandard  o f r a t io n a l  be­
h a v io u r . M a lad jus tm en ts , f a i lu r e s  o f a d a p ta t io n , were g e n e ra lly
1 G .B .. X X V III,  v o l .  7 , p . 579.
50.
recogn ised as th e  cause o f la u g h te r .  But the o n ly  k ind  o f m a la d ju s t­
ment w hich q u a l i f ie d  f o r  trea tm en t in  comedy was f a i lu r e  to  make one’s 
conduct conform  w ith  th e  c u rre n t standards o f s o c ia l conduct. Such 
f a i lu r e  was considered u n n a tu ra l,  " n a tu ra l"  be ing  synonymous w ith  
r a t io n a l  behav iour conducive to  the  genera l good. Thus Bodmer wrote 
i n  the  D iscourse  der M ahlern i "Man i s t  b e fu g t, a l lé s  z u r a i l l ie r e n ,  
was keine N othw end igke it h a t,  und Uber d ie  H atur a u s t r i t t e t . . . . i h r  
werdet g le ic h  sehen, dass das L a s te r von ke in e r N othw end igke it seye, 
und w ieder d ie  N atur und d ie  G lu c k s e lig k e it  des Menschen s t r e i t e ,  
dass es f o lg l i o h  das b i l lg e  O bject d e r R a i l le r ie  s e y e ." !  Th is was 
th e  gene ra l v ie w , to  w h ich  Gottsched a ls o  su b sc rib e d . Laughter a t  
such s o c ia l m alad justm ents in v o lv e d  a m enta l comparison between the  
behaviour o f the comic c h a ra c te r and norm al s ta n d a rd s , from  w hich  
such behav iour re p resen ted  a d e v ia t io n .  The standards w hich  con­
s t i t u te d  the  norm were those  o f the  m id d le -c la s s . Comedy was thus 
a fo rc e  in  u pho ld ing  and p re se rv in g  the  fo rm  o f l i f e  o f th a t  s e c tio n  
o f  the  community. We have a lre a d y  drawn a t te n t io n  to  the a lm ost 
p ropaga nd is t va lue  w ith  w hich G ottsched endowed tra g e d y , im pu ting  
to  i t  the  power to  make people con te n t w ith  t h e i r  own c la s s . I n  a 
somewhat s im ila r  way the  potency o f r i d i c u le , as a weapon w hich  
cou ld  be used in  the defence o f a code o f manners and beha v io u r, 
was f u l l y  recogn ised  by h im .2
Comedy was to  f u l f i l  i t s  fu n c t io n  o f m ora l improvement i n  
two ways. I n  common w ith  a l l  drama i t  had to  i l l u s t r a t e  a m ora l 
t r u t h .  Each comedy was to  be b u i l t  round a s in g le  "Lehre" and 
th e  purpose o f the  s to ry  was to  d r iv e  home the  lesson in  a p le a sa n t 
fo rm . B u t, as we have seen, ccmedy employed, in  a d d it io n  to  t h i s ,  
i t s  own method o f r i d i c u le .  Tife may ask ju s t  how th is  d e r is iv e  
la u g h te r was expected to  e ra d ic a te  f a u l t s  i n  th e  s p e c ta to r . A 
passage from  the  V e rn u n ftig e n  T a d le rin ne n  g ives us th e  answer. The 
sp e c ta to r id e n t i f ie s  h im s e lf w ith  th e  r id ic u lo u s  ch a rac te r in  the  
p la y  and th u s , as i t  w ere, is  h im s e lf r id ic u le d  by p roxy : " So 
warden d a rin n e n  d ie  L a s te r und ube ln  Gewohnheiten der Menschen 
lâ c h e r l ic h  gemachtj den Nutzen und Sohaden, de r daraus erwachsen 
kann w ird  sehr le b h a ft v o r g e s te l l t  und d ie  Zuschauer, d ie  dam it 
v ie l l e ic h t  b e h a fte t s in d , warden bewogen s ic h  d e rs e lb ig e n  zu 
e n tle d ig e n ; indem s ie  besorgen mussen, ebenso auslachensw urd ig  
su e rsch e in e n , a ls  d ie  3 a s te r lia fte n  Personen au f dem Schauplatz
1 D ie D iscourse  de r k ia h le rn . ed. o i^ t. ,  I , S t .  X l / I I I  
4 2 O f. A ik in -S n e a th , op. c i t . .  p . 18.
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gewesen. Wer nun d ie  a lle rg e r in g s te  K h r lie b e  be i s ic h  h a t, der 
kann d ie s  ujomoglich e rdu lden : und es i s t  ibm  u n e r t ra g lio h ,  wenn 
e r anderen zum G elaohter werden s o i l .  Darum raachen d ie se  V o r- 
s te llu n g e n  e inen sehr t ie fe n  E in d ru ck  in  seinem Gemiite, und s ind  
o f t  k r a f t ig e r e  Bewegungsgrunde, vom Bos en abzustehen, a ls  d ie  
besten V e rn u n ftsch liis se  e ines S it te n le h re rs
In  th e  l ig h t  o f t h is  passage i t  i s  e a s ie r  to  understand 
G ottsched*s condemnation o f the  comedie larmo-^/ante as be ing  
n e ith e r  f i s h  n o r fo w l,  m erely a senseless paradox. I t  was 
p a r t ly  due, we no ted  above, to  an u n w illin g n e s s  to  in te r fe r e  
w ith  th e  t r a d i t io n a l  c la s s -d is t in c t io n s  o f drama. Emotion and 
te a rs  had always been the monopoly o f the  h ig h -b o rn  i n  tra g e dy ; 
th e  midd le -c  las ses had been c o n fin e d  to  the low er sphere o f 
comedy, w ith  e x c lu s iv e  r ig h ts  over la u g h te r .  However, as tim e 
went on, Gottsched was fo rce d  by th e  tre n d  o f events to  make 
concessions in  t h is  re s p e c t. For th e  tendency to  re la x  the  
r ig id  b a r r ie r s ,  which had f o r  so long  uphe ld  th is  k ind  o f c la s s -  
d is t in c t io n  in  th e  em o tion a l responses evoked by drama, was 
such, th a t  a t  la s t  we f in d  him a d m itt in g  the  p o s s ib i l i t y  o f a 
mixed genre . But even then he w ith h o ld s  the  name o f comedy 
frcm  th e  new genre , p re fe r r in g  to  c a l l  i t  b u r ge r  U che s Traue r  sp le  1. * 
He thus l i f t s  the  a r is t o c r a t ic  monopoly on te a rs ,  and extends the  
p r iv i le g e  o f a rous in g  emotion to  a lower ra n k , but s t i l l  keeps 
f i r m ly  e re c t the  b a r r ie r  between la u g h te r and te a r s . About th is  
he remained adamant, never r e t r a c t in g  h is  s ta teg ien t th a t  the  two 
were incom patib te . And i f  we r e c a l l  what he expects la u g h te r to  do , 
the  fu n c t io n  w hich ivas assigned to  i t ,  then  i t  is  understandable  
th a t  he should re fu s e  to  a llo w  sen tim ent and te a rs  to  in te rv e n e .
The d e r is iv e  la u g h te r o f th e  s p e c ta to r ,  th e  lash  o f s co rn , is  
d ire c te d  a t  the behaviour o f th e  comic c h a ra c te r . Any ru sh  o f 
sympathy towards th a t  ch a rac te r would d e fe a t th e  a im , which was to  
ensure d is a p p ro v a l o f  such behav iour and a re s o lv e  on the  p a r t o f 
the  s p e c ta to r  never to  be g u i l t y  o f i t  h im s e lf ,  le s t  he , in  tu r n ,  
be r id ic u le d .  R id ic u le  k i l l s  and i s ,  th e re fo re ,  an e x c e lle n t 
weapon f o r  e ra d ic a t in g  a n y th in g  u n d e s ira b le ; bu t c le a r ly  sympathy 
must be he ld  a t  bay, s ince  th a t  has the re ve rse  e f f e c t .  As long 
as i t  was thought th a t  the la u g h te r evoked by comedy must be o f 
the  h o s t i le  k ind  w hich a n n ih ila te s  by r i d i c u le ,  te a rs  could have 
no p lace  in  the  same p la y .
1 D ie ~ V e rflun ftig e n  Tac^lerinnen. ed. c i t .  . S t .  XV.
2 This was in  the  4 th  e d it io n  o f the  C ritisch^e  D ic h tk u n s t. 1751.
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On the  whole Gottsched was ab le  to  invoke  the  p r in c ip le  o f 
s t r i c t  im ita t io n  more f re q u e n t ly  and more c o n v in c in g ly  i n  con­
n e c tio n  w ith  comedy t i ia n  anywhere e ls e . I n  t re a t in g  a fo rm  o f 
drama which p o rtra ye d  o rd in a ry  people and everyday e ve n ts , i t  
was n e ith e r  in a p p ro p r ia te  nor i l l - t im e d  to  urge a measure o f 
n a tu ra ln e ss  and re a lis m . Here he could demand w ith o u t compunction 
com p le te ly  n a tu r a l is t ic  d ia lo gu e  and in s is t  on the  absence o f 
rhyme or even o f verse a lto g e th e r .  "D ie  Comodie," he u rged ,
" fo r d e r t  e ine  u n g e k u n s te lte , n a tu r lic h e  A r t  des Ausdruekes J " !  
and: "D ie  tra g is o h e  S c h re ib a rt geht fa s t  immer a u f S te lze n  . . . .  
d ie  comische hergegen geht b a r fu s s , ic h  m eine, s ie  b ra uch t d ie  
gemeine Sprache d e r B u rg e r."^  N everthe less much i n  h is  th e o ry  
o f comedy ran  com p le te ly  coun te r to  h is  demand f o r  re a lis m . The 
e x c lu s io n  from  comedy o f a n y th in g  which m ig h t touch th e  em otions; 
th e  re fu s a l to  a llo w  w h o lly  v ir tu o u s  ch a ra c te rs  to  be tre a te d  in  
the comic s p i r i t ;  th e  r e je c t io n  o f any humour n o t d e l ib e ra te ly  
lin k e d  w ith  the  fa u l t s  and v ic e s  round w h ich  the  d ra m a tic  o b je c t 
lesson was p lanned, th a t  i s ,  o f a l l  p u rp o se less , p u re ly  a d v e n tit io u s  
humour; the n e g le c t o f comedy based on s i tu a t io n  and d ia lo g u e ; 
a l l  these  are moves away from  th e  c o lo u r fu l c o m p le x ity , th e  para­
doxes and in c o n s is te n c ie s  o f l i f e .  They re p re s e n t y e t ano the r en­
croachment by h is  m ora l and d id a c t ic  p r in c ip le s  on th e  a u th o r i ty  
o f the im ita t io n  th e o ry .
The purpose o f t h is  survey o f Gottsched was no t so much to  
g ive  a complete and d e ta ile d  accoun t o f h is  th e o ry , b u t ra th e r  to  
re v e a l the na tu re  o f h is  approach to  l i t e r a t u r e .  We have seen th a t  
the  th e o ry  o f im ita t io n  o f n a tu re , which he had proc la im ed as the  
bas ic  and u n ify in g  p r in c ip le  o f  a l l  a r t ,  was o fte n  t a c i t l y  se t a s id e  
w h ile  he proceeded to  e s ta b lis h  the r ig h ts  o f some o th e r th e o ry , 
re g a rd le ss  o f whether th is  ©rould be re c o n c ile d  w ith  the th e o ry  o f 
s t r i c t  im ita t io n  or n o t .  Each tim e  th a t  he abandoned h is  main 
p r in c ip le ,  th e re  were e ith e r  h is t o r ic a l  or p r a c t ic a l  reasons f o r  the  
de pa rtu re  he made. And a t the  back o f h is  mind were always two main 
c o n s id e ra tio n s  -  th e  p a t r io t ic  and the  m o ra l. Even these  two w ere, 
in  th e  la s t  r e s o r t ,  bu t one, s ince  i f  he was to  c a r ry  ou t h is  
p a t r io t ic  p ro je c t he had to  e s ta b lis h  once and fo r  a l l  the  m ora l 
i n v i o l a b i l i t y  o f l i t e r a t u r e .
1 G .D .. p* 19.
2 I b id . .  p . 260
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G ottsched*s m otives are never d is in te re s te d  or p u re ly  
l i t e r a r y  and th a t  is  why he f a i l s  to  ach ieve  a coherent p o e tic  
th e o ry . H is p a t r io t is m ,  which i s  th e  moving fo rc e  behind a l l  h is  
a c t i v i t y ,  is  i n  i t s e l f  a v e ry  p a ra d o x ic a l th in g .^  I t  i s ,  on the 
one hand, so acute as to  m e r it  the  name o f chauvin ism ; and y e t 
i t  so fre q u e n t ly  expresses i t s e l f  in  the  em u la tion  and im ita t io n  
o f th in g s  fo re ig n .  Why had the  new re p e r to ir e  to  be o f French 
m anufacture or f la v o u r?  Why were Gottsched *s p u p ils  urged e ith e r  
to  t ra n s la te  or to  im ita te  what had a lre a d y  been tra n s la te d ?
Gottsched d id  indeed adm ire the  l i t e r a r y  achievements o f the  
French, b u t in  h is  w r it in g s  he f r e q u e n t ly  b e tra ys  t ^ t r e d  o f fo re ig n  
n a t io n s , o f the  French no less  than  o f any dbher. Thus he could 
w r ite  on one occasion  th a t th e  French were to  the  Germans what the  
Greeks were to  the  Romans; th a t  th e y  o ffe re d  "d ie  sch'dnsten M uster 
in  a l ie n  grossen Gattungen der P o e s ie ."^  But th is  does n o t p revent 
him fro m  u rg in g  e lsewhere t h a t ,  a lth o u g h  th e  Greeks served as models 
fo r  the  Romans, th e  la t t e r  f i n a l l y  succeeded in  fa r  o u ts tr ip p in g  
th e i r  m as te rs , and th e  terms o f th e  p a r a l le l  he draws between h is  
own n a tio n  and the  Romans suggest an overweening chauv in ism .^  The 
a g g re s s iv e ly  c o m p e tit iv e  n a tu re  o f h is  re fo rm  movement emerges 
c le a r ly  in  a rem ark such as th e  fo l lo w in g :  "Solohe poe tische  
K le in ig k e ite n  b rin g e n  e in e r  N a tio n  n ic h t  v i e l  Ehre. Bs muss was 
g rossers seyn, wom it man s ic h  gegen andre V o lk e r b r e i t  machen, 
und ih r  en D ic h te rn  t r o t z  b ie te n  w i l l . "4 H is  in te r e s t  is  n o t i n  the  
achievement bu t in  comparison w ith  o th e rs . H is  u lt im a te  aim -ms 
to  be beyond the  need o f h e lp  fro m  fo re ig n e rs  a lto g e th e r .  As 
soon as a few  o r ig in a l  p lays beg in  to  come i n ,  he urges v e ry  
s tro n g ly  th e  need f o r  independence, # i i l e  th e  envy and d is l ik e  which 
he f e l t  f o r  the  F rench, d e s p ite  h is  im i t a t io n  o f them, are in ­
c re a s in g ly  apparen t i n  the  p re faces to  the  s e v e ra l volumes o f the
1 O f. F . Neumann, Gottsched und d ie  L e ip z ig e r  Deutsche G a s e lls o h a ft. 
A rc h iv  f u r  H u ltu rg e s c h io h te . X V I I I ,  1928, p . 209.
2 P .P . . p . 42 .
3 Lob -  und Gedaohtjaisrede a u f O p itz . e^ . _c,i,t_. . p . 29 .
4 C .D .. p . 89.
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Schaubühne. !
The p o s it io n  may appear co n fu s in g , bu t to  Gottsched*s mind 
i t  was a l l  v e ry  s im ple  and c le a r .  The German n a tio n  was to  bee erne 
the most c u ltu re d  n a t io n  in  Europe. G ottsched cou ld  no t bu t 
r e a lis e  t h a t ,  as th in g s  s tood , th e  French he ld  th is  p o s it io n .
Hence th e y  were th e  people to  em ula te ; and t h i s ,  to  h is  m ind , 
cou ld  o n ly  be done by ccmpeting w ith  them on t h e i r  own ground.
Chly by p roduc ing  b e t te r  dramas o f the  same type  as th e  French 
could th e  Germans ever hope to  equa l them. I t  would^ he thoughib, 
be no in d ic a t io n  o f success i f  good drama, i n  a t o t a l l y  d i f f e r e n t  
t r a d i t i o n ,  were produced, and h is  aim is  never n a tiv e  drama in  
th a t sense. The French a re , th e n , n o t o n ly  r i v a ls  b u t models and 
th a t  i s  why th e re  cou ld  be no q u e s tio n  o f h is  adap ting  Haupt -  jund 
S ta a tsa k tio n e n  f o r  h is  r e p e r to ir e .  Nor must i t  be fo rg o t te n  th a t  
the  German p u b lic  was more and more in c l in e d  to  a French way o f 
l i f e ,2 and i t  is  d o u b t fu l whether the  type o f p la y  which m igh t 
have p leased a n a ive  audience cou ld  any longe r s a t is fy  those 
classes w hich  Gottsched p a r t ic u la r ly  wished to  a t t r a c t .
The whole p ro je c t  f o r  re fo rm  bears the  stamp o f h is  own 
p e c u lia r  p a t r io t is m .  He even succeeded i n  communicating i t  to  
th e  a c to rs ,  and we f in d  Neuber r e fe r r in g  to  C a s te lla n , the  
t r a n s la to r  o f G inna. as "d ie s e r  h ie s ig e  P a t r io t . " ^  The p r a c t ic a l  
re s u lts  w hich  he ach ieved are undoub ted ly  due to  h is  s k i l l  i n  
harness ing  a l l  th e  fo rc e s  he cou ld  conmand and d ir e c t in g  them to  a 
s in g le  g o a l. But the  c o n f l ic t  w i t h in  him between h is  p a tr io t is m  
and h is  d e s ire  to  in tro d u c e  French standards was conducive n e ith e r  
to  good th e o ry  nor to  good c r i t i c is m .  I t  led  to  a confused s ta te  
o f mind and consequen tly  to  c o n f l ic t in g  judgm ents. This is  
p a r t ic u la r ly  apparent in  h is  a t t i t u d e  to  a poet l ik e  G unther. His 
p a tr io t is m  tempts him to  l i s t  as many German poets as p o s s ib le .
But the new programme, the new standards w hich he wishes to  e s ta b lis h ,  
demand th a t  he s h a l l  condemn many o f them. Both h is  p a t r io t is m  and
1 O f. Deutsche Schaubühne. ed. c i ^ . . I ,  pp . 19,20; I I ,  pp . 26,27: 
IV ,  p . 4 .
2 C f. Servaes, op. g i t . . p . 17.
3 L e tte r  o f Ju ly  21 , 1731, Reden-Esbeck, op. c a t . . p . 101.
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h is  judgment urge him to  h a i l  Gunther as a g re a t p o e t, whose 
lu c id i t y  and p u r i t y  o f s ty le  o th e rs  would do w e l l  to  em u la te .
But on the  o th e r hand th e re  is  the  i r r e g u la r i t y  o f h is  l i f e  
which so i11 -a cco rds  w ith  G ottsched*s d ic tum  th a t  the poet must 
be an honourable man and a good c i t iz e n .  Gunther always remained 
a problem  and he never succeeded in  "p la c in g "  him to  h is  own 
s a t is fa c t io n .
G o ttsched ’ s d e s ire  to  shew th a t  Germany cou ld  m uster a goodly 
number o f poets a ls o  accounts f o r  h is  s c e p tic is m  about the  d iv in e  
in s p ir a t io n  o f the p o e t, and f o r  h is  c la im  th a t  poets a re  no t born 
b u t made. The numerous ru le s  which he se ts  up f o r  th e  b e n e f it  o f 
young poets m o s tly  c o n f l ic t  w ith  the d o c tr in e  o f im ita t io n  o f n a tu re . 
But s in ce  h is  business i s  the  t r a in in g  o f young poets any ru le s  
w hich can be e a s ily  a p p lie d  are acceptab le  to  h im , no m a tte r in  
what th e o ry  o f p o e try  th e y  may have th e i r  o r ig in .  C reativeness 
has to  be made in to  something which can be le a rn t  because, i f  h is  
schemes are  to  p ro s p e r, l i t e r a t u r e  must be produced. Hence 
G ottsched*s d e f in i t io n  o f p r o b a b i l i t y  as "d ie  X h n lio h k e it  des 
E rd ic h te te n  m it dem was w ir k l ic h  zu geschehen p f le g t . "  Th is  is  
the  re d u c t io n  o f in v e n t io n ,  o f c re a tio n  i t s e l f ,  to  a ru le  -  so 
th a t i t  can be ta u g h t and le a rn e d .
I n  v ie w  o f t h is  i t  i s  no t s u rp r is in g  th a t  the  z e a l o f th e  
re fo rm e r so o fte n  c o n f l ic t s  w ith  the  programme o f the  a e s th e t i t ic ia n .  
I t  does so whenever in s is te n c e  on re g u la r  fo rm  beccmies s tro n g e r 
than  th e  demand fo r  n a tu ra l c o n te n t. "N a tu ra ln e s s " Tn©.s u s e fu l as 
a s logan w ith  which to  combat th e  a r t i f i c i a l i t y  and p re te n tio u sn e ss  
o f the  l i t e r a t u r e  th a t  had gone b e fo re . But t o  in s is t  on i t  to o  
much was to  ru n  the  r i s k  o f v u lg a r i t y  and i t  was th is  and no t on ly  
bombast and euphuism which Gottsched wished to  a v o id . Thus he says : 
" F re y lic h  s ind  a l le  A rte n  des Ausdruoks dem jen igen, d e r s ie  
b ra u b h e t, n a tu r l ic h .  Auch e in  P r its c h m e is te r  re d e t i n  se inen  
g a rs tig e n  Possen, dadurch e r d ie  Grossen belu s t ig e n  w i l l ,  s e in e r 
N atu r gemass, das i s t  a lb e rn  und s c h m u tz ig ." !  The q u e s tio n , when 
advoca ting  "n a tu ra ln e s s " , was th e re fo re ,  where to  draw  th e  l in e ;  
how to  avo id  th e  a r t i f ic a a l  and y e t ,  a t th e  same t im e , to  emulate 
th e  p ro p r ie ty  and elegance o f PVench s t y le .  I t  i s  th e  d e s ire  to
328.
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make h is  w ork a ccep tab le  to  as wide a p u b lic  as p o ss ib le  th a t  
r e a l ly  governs h is  tre a tm e n t o f the  language q u e s tio n ; th a t  is  
to  say, i t  i s  governed by p r a c t ic a l  co n s id e ra tio n s  and n o t by 
any th e o ry . He w ished to  a v o id , on the  one hand, w ild  f l i g h t s  
o f fa n c y , unacceptab le  to  th e  h e a lth y , d a y - l ig h t  commonsense 
o f th e  man in  the  s t r e e t ;  on th e  o th e r , any v u lg a r i t y  and i n ­
decency which m igh t p reven t drama from  a c q u ir in g  the h a l l - m r k  
o f r e s p e c ta b i l i t y .  The demand fo r  the " n a tu ra l"  s ty le  aimed 
a t a vo id in g  the  f i r s t  p i t f a l l ;  the in s is te n c e  th a t  i t  must 
n e ve rthe le ss  be a " p o e t ic "  s ty le  a t  a v o id in g  the second. Thus 
in  th e  m a tte r o f language the im ita t io n  p r in c ip le  undergoes 
m o d if ic a t io n ;  a c e r ta in  se le c tive n e ss  is  e xe rc ise d ; a poet i s  
not expected to  im ita te  gram m atica l e r ro rs  or p e c u l ia r i t ie s  
o f d ia le c t  any more than  a p a in te r  is  expected to  reproduce 
the f r e c k le s  on a face  I !  B u t, i t  w i l l  be n o te d , s e le c t io n  is  
no t determ ined by a r t i s t i c  c o n s id e ra tio n s  a t  a l l  bu t by e ith e r  
p ro p r ie ty  or by co rrec tn ess  in  the  gram m atica l sense.
T h is  d e s ire  to  e s ta b lis h  the  drama as a fo rc e  in  p u b lic  
l i f e  by p ro c la im in g  i t s  m ora l power i s  p a r t ly  re s p o n s ib le ,to o , 
f o r  h is  a ttachm ent to  th e  Fabel th e o ry . H is in s is te n c e  t l ia t  
the poe t must in v e n t is  n o t s t r i c t l y  in  tune w ith  th e  im ita t io n  
th e o ry ; bu t i t  is  a t t r a c t iv e  t o  G ottsched because he could 
in s t r u c t  th e  poet to  g ive  a m ora l tu rn  to  h is  every in v e n tio n .
As Servaes p o in ts  o u t,^  Gottsched saw th a t  poets had never g iven  
more than  a m o d if ie d  r e f le c t io n  o f r e a l i t y  and th a t th e  essence 
o f p o e try  la y  somewhere in  t h is  m o d if ic a t io n .  He cou ld  n o t 
ig n o re  th is  im p o rta n t f a c t .  B u t, la c k in g  a l l  im a g in a tio n  h im s e lf 
and having in  i t s  p lace  a v e ry  h ig h ly  developed p r a c t ic a l  sense, 
he sought the  essence o f p o e try  in  something he cou ld  grasp and 
decided th a t  the  p o e t’ s m o d if ic a t io n  o f r e a l i t y  should  be 
d ire c te d  towards p re se n tin g  a u n ive rse  in  w h ich  good always 
tr ium phs over e v i l .  This f i t t e d  in  a d m ira b ly  w ith  h is  genera l 
p r o je c ts ,  but to  re c o n c ile  i t  w ith  th e  th e o ry  of s t r i c t  
im i t a t io n ,  he had, as we saw, to  re s o r t  to  th e  th e o ry  o f 
"p o s s ib le  w o r ld s " .  T h is , however, was o n ly  a m a k e s h ift and in  
no way a c o n v ic t io n , and as soon as i t  i s  pu t to  th e  te s t  i n  a m a tte r
1 C ite d  by R e ic h e l (op . c i t . . p . 509) fro m  D iskurs des 
tib e rse tze rs  von Gesprachen uber h a u n t. which preceded 
G ottsched*s t r a n s la t io n  o f F o n te n e lie ’ s Gespr&che de r Todten, 
1727.
2 Servaes, op. c i t . . p . 28.
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o f p u b lio  p o l ic y ,  he abandons i t .  F o r, th e o r e t ic a l ly  speaking , 
i t  sh ou ld , o f cou rse , have enabled him to  approve o f opera; 
in s te a d  o f w hich he condemns th is  fo rm  u s in g  arguments w h ich , i n  
the  l ig h t  o f h is  th e o ry  o f "p o s s ib le  w o r ld s " , a re  e xa c tly  th e  
re ve rse  o f what we should e xp e c t. What he i n  fa c t  does, is  to  
oppose the p re s e n ta tio n  o f o the r w o r ld s , as seen in  opera, to  
the  p r in c ip le  o f  im ita t io n  o f  n a tu re , f in d in g  here an ir re c o n ­
c i la b le  c o n tra d ic t io n .  But m otives o th e r than  th e  d e s ire  f o r  
n a tu ra lis m  are  behind th is  a t ta c k  on opera . The n a tu r a l is t ic  
p r in c ip le  had f re q u e n t ly  to  y ie ld  to  o th e r c o n s id e ra tio n s . Why 
n o t here? A rem ark about music g ives us the  c lu e : "W o llte  man 
auch d ie  Opern eben so o rd e n t l ic h  und rege lm ass ig  vo r ste  l ie n ,  a ls  
d ie  T raue r- und L u s ts p ie le ,  w o l l te  man a l le  V erz ie rungen  und 
Maschinen des Schauplatzes ve rw e rfe n : 0 so wSrde doch d ie  e in z ig e  
M us ik , a ls  welche der w ese n tliohe  T h e i l  de rse lben  i s t ,  den 
le hrenden Zweck v e rh in d e rn . " !  We see how the  n o n - th e o re t ic a l,  
n o n -a e s th e tic  reason creeps i n .  G ottsched*s q u a rre l w ith  opera 
is  n o t s im p ly  th a t  i t  does n o t f i t  in  w ith  the  im ita t io n  th e o ry .
H is w h o lly  r a t io n a l  mind cannot conceive o f any b e n e f ic ia l  e f fe c t  
w h ich  m igh t come from  l is te n in g  to  m u s ic . The sensuous appeal 
w i l l ,  he th in k s ,  have a s o fte n in g , e n e rva tin g  e f f e c t ,  n o t conducive 
to  th e  common good. Once aga in  the m o tive  which prompts him to  
acceptance or r e je c t io n  o f th e  va r io u s  th e o r ie s  a t h is  d is p o s a l 
is  th e  same p r a c t ic a l  c o n s id e ra tio n  f o r  th e  c lass fro m  which he 
hopes to  r e c r u i t  h is  re g u la r  p a tro n s .
W ith  each compromise th a t  he makes, Gottsched d r iv e s  in to  
th e  im ita t io n  th e o ry  a wedge which m i l i t a te s  a g a in s t com plete 
n a tu ra lis m . But do these wedges, however deep ly  they  are d r iv e n ,  
make f o r  a more f r u i t f u l  in te r p r e ta t io n  o f the  th e o ry  i t s e l f ?
I t  i s  t ru e  th a t  i f  th e  p r in c ip le  o f im i t a t io n  o f n a tu re  is  t o  be 
o f any va lue  a t  a l l  in  a e s th e t ic s ,  i f  i t  i s  t o  p ro v id e  any answer 
t o  our ques tion s  about th e  r e la t io n  o f a r t  to  n a tu re , i t  must be 
q u a l i f ie d  and l im ite d  and i t s  im p o rt more c lo s e ly  d e fin e d ; and 
th ro u gh o u t the  e ig h te e n th  c e n tu ry  we f in d  co n s tan t r e in te r p r e ta t io n  
o f the  p r in c ip le ,  le a d in g  u lt im a te ly  to  th a t  profound under­
s tand ing  o f the  n a tu re  o f a r t  which was ach ieved by Goethe and 
S c h i l le r .  But does Gottsched c o n tr ib u te  a n y th in g  a t a l l  towards 
th is  process o f re in te rp re ta t io n ?  Susi B ing^ i n  her book on
:1.BC%B.. V I I I .  v o l .  2 , p . 654.
2 S. B in g , D ie Naturnachahm ungstheorie b e i G ottsched und den 
Schweizern und ' ih r e  Beziehung zu der D ich tu n g s th e o rie  der 
Z e it ,  W urzburg, 1934.
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the  tre a tm e n t o f th e  im ita t io n  th e o ry  in  the  e a r ly  p a r t  o f the  
e ig h te e n th  cen tu ry  suggests th a t  he does. She q u ite  r i g h t l y  
s tre sse s  the  in a ccu ra cy  o f speaking o f n a tu ra lis m  in  connection  
w ith  Gottsched and goes on to  contend th a t  the  ove rth row  o f the  
im ita t io n  th e o ry  i s  a lre a d y  im p l i c i t  in  h is  co n fus ion  as regards 
such terms as n a tu re  and im i t a t io n .  W hile th is  may be tru e ,  we 
must be c a re fu l to  see e x a c t ly  what i t  means.
The tendency o f a r t  away from  n a tu re  i s  never co n sc io u s ly  
adm itted  by G ottsched . I t  has to  be in fe r re d  from  h is  w r i t in g s ,  
su p p lie d  by th e  re a d e r, and i s ,  th e re fo re ,  n o t p a r t  and p a rc e l 
o f h is  im ita t io n  th e o ry . The t o t a l  im p ress ion  made by G ottsched*s 
w r it in g s  and the  p la ys  w hich he in s p ire d  is  no t n a tu r a l is t ic ;  
bu t th is  does not ensue from  a e s th e t ic  p r in c ip le s  w hich conceive 
o f a r t  as id e a l is in g  n a tu re . I t  ensues from  sem i-m ora l, sem i- 
co n se rva tive  views about what i s  f i t t i n g  as regards  the  s u b je c t 
m a tte r of a r t . However deep ly  wedges are d r iv e n  in t o  the 
im ita t io n  th e o ry  by G ottsched, th ey  come from  spheres o u ts ide  
the a e s th e t ic  sphere. W ith in  t h is  sphere i t s e l f  he never 
re tre a te d  from  the  p o s it io n  th a t  the  u n d e r ly in g  p r in c ip le  o f 
a r t  i s  im ita t io n  o f th e  c lo s e s t and c ru d es t k in d .  Whatever 
concessions and ccmpromises are  made, the re  i s  no a ttem p t to  
f i t  them in t o  th e  im it a t io n  th e o ry  nor to  re c o n c ile  them w ith  i t .
Thus, because o f t r a d i t i o n ,  and to  fu r th e r  d id a c t ic  a im s, he 
wanted the  ch a ra c te rs  o f drama to  be s im ple ty p e s . But the  
im ita t io n  th e o ry  prompts him to  demand th a t  ch a ra c te rs  s h a l l  be 
tru e  to  l i f e ;  and so he continues to  urge th is  to o , a p p a re n tly  
undismayed th a t  these c o n f l ic t in g  demands thus stand s ide  by s ide  
in  h is  th e o ry ,  u n re c o n c ile d . I t  does no t occur to  him to  f in d  
a e s th e tic  j u s t i f i c a t io n  t a r  the  t y p ic a l  ch a ra c te rs  he re q u ire s  
by m o d ify in g  h is  bas ic  p r in c ip le .  N e ith e r here no r elsewhere 
does he re d e f in e  h is  a t t i t u d e  tow ards i t  i n  the  l ig h t  o f the  
v a rio u s  compromises he has had to  make. VAiatever the  b u lk  o f 
h is  th e o ry  may im p ly , he h im s e lf never adm its th a t  a r t  i s ,  in  
some re s p e c ts , u n lik e  n a tu re . O s te n s ib ly  the p r in c ip le  o f s t r i c t  
im ita t io n  i s  m a in ta ined  th ro u g h o u t, and however much i n  p ra c t ic e  
Gottsched may c ircum ven t and t a c i t l y  d isobey i t ,  he never den ies 
i t s  a u th o r i ty .
Thus he c o n tr ib u te s  n o th in g  to  a more f r u i t f u l  in te r p r e ta t io n  
o f the  p r in c ip le .  Im i ta t io n  o f  n a tu re  is  indeed f o r  him m ere ly  a 
conven ien t s o r t  o f b a t t le - c r y ;  one i n  w hich he undoubted ly  b e lie ve s  
and c o n s ta n tly  f la u n ts ;  bu t one w hich  he has, n e v e rth e le s s , taken  over 
on t r u s t .  He never comes to  g r ip s  w ith  i t  n o r a ttem pts  to  in v e s t ig a te  
whether i t  i s  com patib le  w ith  h is  p r in c ip le  o f m o r a l i ty ,  w ith  th e  
v a r io u s  ru le s  w hich he w ishes to  see observed by h is  young p u p i ls ,  m th  the
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th e o ry  o f the  fa b le .  He undoub ted ly  ccmpromises w ith  s t r i c t  
im it a t io n ,  bu t i t  i s  a compromise and n o th in g  more. He never 
re co g n ise s , much less makes i t  a p o in t  o f h is  th e o ry , th a t  
something o f the  essence o f a r t  l ie s  in  i t s  d is s im i la r i t y  w ith  
n a tu re . And u n n a tu r a l is t ic  as is  the  n e t r e s u l t  o f h is  th e o ry  
and p ra c t ic e ,  he y e t subord ina tes  a r t  to  na tu re  i n  the  most 
ignom in ious way; namely by a p p ly in g  the  commonsense standards 
o f p r a c t ic a l  l i f e  i n  the a p p re c ia t io n  and c r i t i c is m  o f p o e try .
For the  p r in c ip le  w hich r e a l l y  guides h im , the one w h ich  so 
c o n v e n ie n tly  enables him to  j u s t i f y  every v o lte - fa c e  in  h is  th e o ry  
and su p p lie s  the so le  measure f o r  h is  c r i t i c is m  and a p p re c ia t io n , 
is  no t im ita t io n  a t  a l l ,  bu t th is  p r a c t ic a l ,  every-day k ind  o f 
p r o b a b i l i t y .  D esp ite  th e  remark o f one of the  Tad le rinnen  th a t 
p o e try  is  " e in  Geschenk des H im m els",^ one does n o t le a rn  from  
G ottsched, and he d id  no t f e e l ,  what d is t in g u is h e s  the w o rld  o f 
p o e try  from  the  w orld  o f eve ry -d a y . More than  t h i s .  He f a i le d  
even to  r e a l is e  th a t  they  were d i f f e r e n t  w o r ld s . He is  n o t on ly  
n o t a p o e t, b u t n o t a p o e tic  n a tu re . The p o e t ic  im a g in a tio n  
remains f o r  ever a c losed  book to  him ; and these same T a d le r in n e n . 
on ly  a v e ry  few  weeks la t e r ,  reduce "th e  g i f t  fro m  heaven" to  an 
encyc lopaed ic  knowledge on the most v a r ie d  s u b je c ts , u rg in g  th a t  
the poet must be fa m i l ia r  w ith  "den Ackerbau, d ie  F ische rey  und 
das Jagdwesen, d ie  K riegskunste  und d ie  P o l i t i k ,  ja  w ol gar d ie  
A rzneykunst und G o tte s g e la h r th e it , wenn er s ic h  n ic h t  i n  Gefahr 
setzen w i l l ,  a l le  A ugenb licke  zu v e rs to s s e n "^  G ottsched*s con­
c e p tio n  o f th e  c re a t io n  o f a poem is  a s o r t o f te c h n ic a l f e a t ,  
something to  t r y  one’ s hand a t ; "denn in  d e r That i s t  es w ahr, 
dass es ke ine  Kunst seyn vHirde, Verse zu machen; wenn es einem 
f r e y  stUnde, nach s e in e r  P han ta s ie , d ie  T/Vorter auszudehnen und zu 
v e rk le in e rn ."3  The m e r it  o f th e  achievement thus increases w ith  
the  s ize  o f th e  o b s ta c le , and he se izes a v id ly  on Horace’ s 
comparison o f a poet w ith  a t ig h t - r o p e  w a lk e r, and en la rges upon 
i t ,  fo r  i t  is  e x a c t ly  to  h is  l i k in g .
1 R e ic h e l, ed. c i t . .  I I ,  p . 78
2 I b id . .  p . 154.
3 G .D .. p . 277.
60.
I f  h is  la c k  o f  p o è t ic  im a g in a t io n  leaves him  th u s  w ith o u t 
any in k l in g  o f how the  p o e t c re a te s , i t  makes him e q u a lly  im p o te n t 
i n  a p p re c ia t io n  and c r i t i c is m .  To th e  sensuous a p p e a l o f p o e try ,  
he i s ,  as we have seen, d e a f and b l in d .  Rhyme and rhy thm  s h o u ld , 
he th in k s ,  be as l i t t l e  n o t ic e a b le  as p o s s ib le ;  indeed  th e  long 
l in e s  o f tra g e d y  a re  p re fe ra b le  to  th e  s h o r t  ones o f opera f o r  th e  
s tra n g e  reason  t h a t ,  i f  th e y  a re  spoken n a t u r a l ly ,  one can , a f t e r  
a w h i le ,  fo r g e t  th a t  th e  p la y  i s  i n  ve rse  a t  a l l l !  T h is  la c k  o f  
f e e l in g  f o r  rh y th m  and sound n a tu r a l ly  fo rc e s  him back bn to  lo g ic a l  
meaning as th e  c r i t e r io n  o f  w ha t is  good or bad i n  p o e t r y .  Music 
"mach t Manner zu Weibern und erwachsene Leute  zu K in d e rn ." ^  One 
no tes  th e  o rd e r h e re ; i t  i s  a h ie ra rc h y  o f re ason , and i t  is  s o le ly  
th ro u g h  th e  re a so n , he th in k s ,  th a t  l i t e r a t u r e  can e x e rc is e  any 
b e n e f ic ia l  e f f e c t .  Hence h is  s u g g e s tio n  t h a t ,  i f  th e  t e x t  o f a 
l i b r e t t o  i s  capab le  o f im p ro v in g , one m ig h t as w e l l  read  i t ,  s in ce  
i t  cannot be p ro p e r ly  unde rs tood  when sung .^  The c u m u la tive  e f f e c t  
o f th e  whole w o rk  o f a r t  i s  th u s  ig n o re d , and i t s  s ig n i f ic a n c e  
l im i te d  t o  th e  message w hich  i t  conveys to  the  i n t e l l e c t .
But i t  i s  h is  c o n fu s io n  o f th e  a e s th e t ic  w ith  th e  p r a c t ic a l  
s p h e re , h is  com plete i n a b i l i t y  to  keep them s e p a ra te , w h ich  leads 
him  to  the  most r id ic u lo u s  s ta te m e n ts . The tw o ch a p te rs  o f th e  
D ic h tk u n s t . Von dem # nde rba_ren i n  d e r P oes ie  and Von de r 
W a h rs c h e in lic h k e it . abound i n  th e  most lu d ic ro u s  k in d  o f re a son in g  
and re v e a l G o ttsched  a t  h is  m ost p ro s a ic .  Two examples here m ust 
s u f f ic e  to  shew how in c a p a b le  he was o f c r i t i c i s i n g  p o e try  i n  
te rm s o f p o e try .  The f i r s t  i s  i n  h is  c r i t i c is m  o f B e sse r’ s 
K lagepred ich t on th e  d e a th  o f h is  w ife .  G ottsched fe ig n s  b e w ild e rm e n t; 
f o r  Besser was moved to  u t t e r  t h is  lam ent by th e  s ig h t  o f th e  
fu n e r a l  p ro c e s s io n  on th e  s t r e e t ,  as i s  e x p re s s ly  s ta te d  i n  th e  poem! 
But s u re ly  t h is  i s  in c r e d ib le .  "G ing  e r denn irg e n d  n ic h t  m it  zu 
Grabe? Oder h a tte  e r a u f de r Gasse Z e i t ,  s ie  so s in n re ic h  zu 
bek lagen?" H o r r i f ie d  by th e  im p r o b a b i l i t y  w h ich  becomes a ppa ren t 
once p r a c t ic a l  c o n s id e ra t io n s  a re  b ro ug h t in t o  p la y ,  G o ttsched
1 C .B . . X , v o l .  3 ,  p . 291.
2 I b i d . . p . 306.
3 C .B . . V I I I ,  v o l .  2 , p . 653.
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con c ludes : "B esser ha t a ls  e in  k u n s t l i cher P o e t; n ic h t  a ls  e in  
t r o s t lo s e r  M tw e r  g e w e in t . " !  The charge o f a r t i f i c i a l i t y  is  
un do u b te d ly  n o t w ith o u t fo u n d a t io n , b u t th e  methods by w hich  
G ottsched a r r iv e s  a t  such a judgm ent a re  q u ite  in d e fe n s ib le .  Th is 
in v a s io n  o f th e  a e s th e t ic  sphere by th e  commonsense arguments o f 
p r a c t ic a l  l i f e  cu ts  a t  th e  v e ry  r o o t  o f p o e try ,  here o f l y r i c  
p o e t ry ,  i n  th e  nex t example o f d ra m a tic  p o e try ,  w h ich , so much more 
th a n  any o th e r ,  in v i t e s  com parison w ith  a c t u a l i t y ,  and w h ich  y e t 
l iv e s  and has i t s  be ing  in  and th ro u g h  c o n v e n tio n s . To s t r i k e  a t  
these  by a p p ly in g  th e  p r a c t ic a l  f o o t - r u le  i s  t o  th re a te n  th e  v e ry  
l i f e  o f drama; y e t  G o ttsched  does n o t h e s ita te  to  a p p ly  i t  even 
t o  th e  drama o f  th e  G reeks. "O ed ipus , t h e i r  k in g ,  appears among 
them and sa ys : I  am O edipus, famed th ro u g h o u t th e  w o r ld . . .  Is  i t  
p ro b a b le " afcks G o ttsched  e a rn e s t ly ,  " th a t  th e  peop le  o f  Thebes 
d id  n o t know t h e i r  k in g ? "2
T ry in g  t o  b u i ld  an a e s th e t ic  th e o ry  on p r o b a b i l i t y  o f t h is  
k in d  i s  l ik e  b u i ld in g  on s h i f t in g  sands. I t  i s  h o p e le ss , i f  o n ly  
f o r  th e  re a son  th a t  i t  can lead to  d ia m e t r ic a l ly  opposed co n c lu s io n s  
about one and th e  same p ro b le m , a c c o rd in g  to  how i t  i s  a p p lie d .
Thus i t  can lead  G o ttsched  i n  one c o n te x t to  d e p lo re  the  cadenzas 
w ith  w hich th e  o p e ra t ic  he ro  p ro lo n g s  th e  moments o f  h is  d e a th , 
because th e y  make i t  appear th a t  he i s  n o t r e a l l y  d y in g ,^  w h ile  
e lse w h e re , as we saw, he p ro te a ts ,  th a t  to  e n jo y  th e  d e a th  o f the  
t r a g ic  h e ro , does n o t mean th a t  we ta k e  a c r u e l  p le a su re  i n  th e  
shedding o f  b lo o d , because we know a l l  th e  tim e  th a t  he does n o t 
r e a l l y  d ie . ^  I n  th e  f i r s t  in s ta n c e , th e  a p p l ic a t io n  o f common- 
sense s tanda rds  leads to  a demand f o r  g re a te r  i l l u s i o n ;  i n  th e  
second, to  e x a c t ly  th e  re v e rs e , t o  th e  d e s t r u c t io n  o f any k in d  
o f i l l u s io n  vd ia tso e ve r. G ottsched i s  never c le a r  abou t th e  
r e la t io n  between th e  re a d e r or s p e c ta to r  and th e  w o rld  o f p o e try ,  
because he has n o t even a f a i n t  in k l in g  th a t  p o e try  i s  a w o r ld  o f 
i t s  own. He h im s e lf  does n o t s tand  i n  any p re c is e  and w e l l -  
d e fin e d  r e la t io n  even to  th e  c h a ra c te rs  o f h is  own p la y s . How 
f a r  th e y  were ’ r e a l*  t o  him we can o n ly  guess; b u t th a t  he was 
s t i l l  u n c e r ta in  o f t h e i r  m o tives  even a f t e r  he had com pleted th e  
p la y ,  we can a s s e r t  w ith  c o n fid e n c e , because o f th e  g ro p in g
1 C .D .. p . 180.
2 I b i d . .  p . 207.
3 I b i d . . p . 415 .
4 eg . above , p . 46,
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h e s ita n c y  w ith  W iic h  he speaks o f them when re p ly in g  to  th e  
c r i t i c is m  o f h is  C a to . The c r i t i c  had suggested th a t  d u r in g  
th e  e x p o s it io n  o f th e  p la y ,  when Cat o fs c h a ra c te r  i s  be in g  
u n fo ld e d  f o r  th e  b e n e f i t  o f  th e  a u d ie n cè , he h im s e lf  approaches, 
and th a t  i t  is  h ig h ly  p robab le  th a t  he ove rhears  what i s  s a id  
abou t h im . In s te a d  o f f r a n k ly  a d m it t in g  t h is  as a f a u l t  o r ,  on 
th e  o th e r  hand, b o ld ly  d e fe n d in g  i t  as a pure  c o n v e n tio n ,
G ottsched lam e ly  suggests  th a t  i t  was "p e rh a p s ” in te n d e d  by th e  
speakers th a t  he shou ld  o v e rh e a r, so th a t  he m ig h t know how 
h ig h ly  th e y  th o u g h t o f h im . !  The "p e rh a ps" i s  e x tra o rd in a ry  
coming fro m  th e  a u th o r o f  the  dram a, and re v e a ls  how c o m p le te ly  
he was n o t a p o e t i To comply w ith  th e  demands o f a c e r ta in  crude 
p r o b a b i l i t y  is  f a r  more im p o r ta n t in  h is  eyes th a n  t o  have a c le a r
co n ce p tio n  o f what h is  c h a ra c te rs  in te n d  and im p ly .
A l l  these  c o n tra d ic t io n s  and paradoxes a re  o n ly  t o  be e x p la in e d  
i f  we remember th a t  G o tts c h e d ’ s th e o ry  was neve r in te n d e d  as an end 
i n  i t s e l f  b u t as p a r t  o f a b ig ,  p r a c t ic a l  e n te r p r is e ,  o f v /h ich  th e  
p la ys  o f  th e  Schaubühne are  th e  c u lm in a t io n .  The p re fa ce s  t o  the  
v a r io u s  volumes o f these  p la y s ,  to g e th e r  w ith  the  i l l u s t r a t i o n s  
and examples o f th e  second p a r t  o f th e  D ic h tk u n s t . fo rm  th e  l i n k  
between th e o ry  and p r a c t ic e .  G o ttsched  was th e  s e lf -a p p o in te d  
p u b lic  te a c h e r o f p o e t ic  th e o ry ,  and th e  t e s t  o f h is  success was
bound t o  be th e  a p p a re n t c a p a c ity  o f  h is  th e o ry  to  be a p p lic a b le
i n  e ve ry  s in g le  genre o f l i t e r a t u r e .  "Je g ro s s e r b e i einem e in -  
fachen  Grundgedanken d ie  Consequenz in  d e r D urch fuh rung  e rs c h e in t ,  
d e s to  w irksam er s in d  d ie  Anregungen, d ie  aus den e in z e ln e n  An- 
weisungen und R atsch lagen  he rvorgehen  kon nen ," says Servaes 
and i t  is  s ig n i f i c a n t  th a t  th e re  i s  no i l l u s t r a t i v e  p a r t  to  
B r e i t in g e r ’ s C r it is c h e  D ic h tk i^ n s t.
I t  i s  easy enough to  mock a t  G ottsched and to  p u l l  h is  th e o ry  
and c r i t i c i s m  to  p ieces  u n t i l  he i s  l e f t  w ith o u t  a le g  to  s tand on. 
To do n o th in g  b u t t h i s ,  i s  to  m iss e n t i r e ly  h is  s ig n i f ic a n c e  in  
th e  developm ent o f German l i t e r a t u r e .  We have seen how l i t t l e  
fe e l in g  and u n d e rs ta n d in g  he had f o r  p o e try .  The u n fo r tu n a te
1 q .B .. V , v o l .  2 , pp . 39 , 50.
2 S e rvaes, op. c i t . . p . 2 .
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th in g  was th a t  he c la im ed  to  be b o th  a com petent c r i t i c  and a 
poe t and thus  th re w  o u t a c h a lle n g e  to  p o s te r i t y  to  judge  him 
on those  g rounds. Hence the  r i d i c u le  %diich was fo r  so long  h is  
p o r t io n .  But in  r e a l i t y  i t  i s  o u ts id e  p o e t ry ,  e i t h e r  i t s  c re a t io n  
or a p p re c ia t io n ,  t h a t  we have t o  lo o k  when t r y in g  to  e s tim a te  
h is  im po rtan ce  -  indeed  o u ts id e  th e  sphere o f a r t  a lto g e th e r .  He 
is  in  essence a Le be n s re f om ier and i n  p o e try  he saw m e re ly  an 
e x c e lle n t  means f o r  a c h ie v in g  t h is  end. Q u ite  f i r m ly  ha t ie d  
to g e th e r  the  tw o th in g s ,  p o e try  and l i f e ;  and in  do in g  t h i s  
p a r t i c u la r ly  w ith  one k in d  o f p o e try ,  namely th e  drama, he made 
h is  g re a t c o n t r ib u t io n  to  German l i t e r a t u r e .  For the  s ta g e  now 
becomes th e  p la ce  where poets  speak th ro u g h  th e  a c to r s .  "#LS den 
so h le s is c h e n  D ic h te rs c h u le n  s e in e r  Z e it  n ic h t  ge lungen w a r, das 
e r r e ic h te  j e t z t  d ie  G o ttsched-Ne uber sc he, nétm lich l i t e r a r is c h e n  
B in f lu s s  w ie d e r a u f d ie  Buhne g e lte n d  zu m a ch e n ." ! The stage  
was s e t ;  w ith o u t th a t  s e t t in g  how l i t t l e  c o u ld  have been ach ie ve d  
by anyone. The spade-w ork G ottsched had done l e f t  o th e rs  w ith  
g re a te r  t a le n t  f r e e  t o  p la n t .  T h is  i s  th e  asp ec t o f him  w h ich  
shou ld  be emphasised i n  any f i n a l  judgm ent. But i n  a h is t o r i c a l  
account i t  is  n ecessa ry  t o  s e t ou t a l l  the  weaknesses and 
l im i t a t io n s  o f h is  th e o ry  and c r i t i c i s m  because on these  h inged 
the  n e x t advances. As a l l  p ro g re ss  comes th ro u g h  c o n f l i c t  and 
r e a c t io n ,  so i n  th e  developm ent o f  l i t e r a t u r e  and p o e t ic  th e o ry  
advance came th ro u g h  those  who fo u g h t a g a in s t h is  p re c e p ts , 
re g a rd le s s  o f h is  s e rv ic e s .
H is  ach ievem ent is  to  have in tro d u c e d  se riou sn ess  and purpose 
in t o  German p o e try ,  t o  have l in k e d  i t  up w ith  l i f e  by re c o g n is in g  
i t s  power to  a f f e c t  l i f e .  H is weakness is  h is  n a rro w  and crude 
in t e r p r e ta t io n  o f th e  s e r io u s  purpose o f p o e t r y ,  h is  com ple te  
f a i l u r e  t o  d is t in g u is h  a p o e t ic  w o r ld ,  and t o  r e a l is e  t h a t ,  
a lth o u g h  i t  does a f f e c t  l i f e ,  i t  does so i n  accordance w ith  the  
laws o f i t s  own n a tu re .
1 Reden-Esbeck, c i t . . p . 72 .
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In t r o d u c to r y
Johann E l ia s  S c h le g e l a r r iv e d  i n  L e ip z ig  i n  M arch, 1739, 
b r in g in g  w ith  h im  som eth ing o f a r e p u ta t io n .  Besides hav ing  an 
e x c e lle n t  re c o rd  as a s c h o la r  a t  S c h u lp fo r ta ,  he was known to  
have t r i e d  h is  hand a t  dram a, and h is  w ork had n o t o n ly  en joyed 
a s u r r e p t i t io u s  perform ance by h is  a d m ir in g  s c h o o lfe l lo w s ,  b u t 
one o f  h is  p la y s  had even had th e  honour o f p u b l ic  p re s e n ta t io n  
by PVau N e u b e r.! Here was someone who looked  l i k e  fu r th e r in g  
th e  p la n s  o f G o ttsch e d , now a t  th e  h e ig h t o f h is  power and 
re p u ta t io n ;  a p ro m is in g  t a le n t  w h ich  m ig h t y e t  prove  to  be th e  
hope o f th e  new German dram a.
There can be no doub t t l i a t  G ottsched extended a warm 
welcome to  the  newcomer, was eager to  g u id e  him by c r i t i c is m  and 
s u g g e s t io n , and t o  re g a rd  h im  i n  g e n e ra l as a p u p i l  and d is c ip le .
Not q u ite  so much c e r ta in t y  e x is ts  th a t  th e  fe e l in g  was w h o lly  
re c ip ro c a te d ,  th a t  S c h le g e l was ready to  accep t th e  guidance and 
t o  p la y  the  r ô le  ass igne d  t o  h im . The p o s i t io n  was f o r  some tim e  ' 
obscured by th e  a tte m p ts  o f J .  A d o lf  S c h le g e l^ to  shew th a t  h is  
b ro th e r  had n e ve r a t  any tim e  been c lo s e ly  a s s o c ia te d  w ith  G ottsched , 
B u t the  whole q u e s tio n  has s in c e  been c l a r i f i e d  by Johannes R entsch^ 
i n  a s tu d y  o f th e  r e la t io n s h ip  betvreen th e  two and i t  w ou ld  now seem 
c le a r  th a t  S c h le g e l owed much to  G o ttsch ed . More p a r t i c u la r ly  he 
was ind e b te d  t o  him  f o r  o p p o r tu n it ie s ^ o f  p u b lis h in g  h is  w o rk , 
and i t  was n o t u n t i l  a f t e r  he l e f t  L e ip z ig  th a t  S c h le g e l p re fe r re d
1 T h is  was Orestes und P v la d e s . pe rfo rm ed  e a r ly  i n  1739 in  L e ip z ig .  
For d e ta i ls  o f  t h is  e a r ly  p e r io d ,  o f .  Johann E l ia s  S c h le g e l,
% r k e . V , Kopenhagen und L e ip z ig ,  1770, pp . X V I I I  f f .
2 For d e ta i ls  o f  t h i s ,  c f .  D a n ze l, c i t . .  pp . 154 -  8 .
3 Johannes R en tsch , Johann E l ia s  S c h le g e l a ls  T ra u e rs o ie Id ic h te r  
m it  besondere r B e ru c k s ic h tig u n g  se ines  V e rh a ltn is s e s  zu 
G o ttsch e d . L e ip z ig ,  1890, p p . 4 -  32 .
4 Rents ch , jqp. c i t . . pp . 6 , 14.
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n o t t o  a v a i l  h im s e lf  o f G o ttso h e d ’ s p e r io d ic a ls  f o r  t h i s  p u rp o s e .! 
Rent so h no tes  th e  concessions w h ich  S c h le g e l fro m  tim e  to  tim e  
made to  G ottsched when p u b lis h in g  i n  h is  J o u rn a ls , and commends, 
to o ,  th e  ta c t  w h ich  le d  him to  shew i n  h is  le t t e r s  th e  re s p e c t 
due to  a fo rm e r te a ch e r even a f t e r  th e y  were becoming e s tra n g e d .^
The c o n c lu s io n s  thus form ed by Rents ch a re  am ply borne o u t 
by le t t e r s  fro m  G ottsched t o  S c h le g e l, and fro m  S c h le g e l t o  h is  
f a t h e r ,  w h ich  have o n ly  r e c e n t ly  become a v a i la b le .^  The case f o r  
S c h le g e l*s  a lo o fn e s s  fro m  th e  b e g in n in g  can s c a rc e ly  be de fended , 
i n  v ie w  o f th e  tone  w h ich  he uses when r e fe r r in g  to  G ottsched i n  
an e a r ly  l e t t e r  to  h is  fa th e r ^  # ie re  th e re  was no reason  f o r  him 
t o  d is s im u la te ,  and i t  must now be accepted  th a t  he was, a t  le a s t  
f o r  a t im e , a g r a te fu l  p u p i l  o f G o ttsch e d .
Th is  f a c t  i s  n o t in  any way in c o m p a tib le  w ith  a c e r ta in  
independence o f o u tlo o k  w h ich  can be tra c e d  even i n  th e  e a r l ie s t  
o f  SchlegeI'Js w r i t in g s ;  i t  o f te n  appears s id e  by s id e  w ith  v iew s 
w h ich  are  s c a rc e ly  d is t in g u is h a b le  fro m  those o f  G o ttsched . 
P ro b a b ly  th e  e a r l ie s t  m a n ife s ta t io n  o f such independence o f 
judgm ent i s  r e f le c te d  i n  h is  d e c is io n  to  t r a n s la te  Sophocles* 
E le c t ra  in t o  rhymed v e rs e , a lth o u g h  G ottsched had req ue s te d  him
1 Th is  was abou t 1745. G f. a l e t t e r  fro m  S c h le g e l t o  G ottsched 
o f 4 .  May, 1745, p u b lis h e d  by K. S e e lig e r  (M d tte ilu n g e n  des 
V ere in s  f u r  G esch ich te  d e r S ta d t M e issen . Bd. I I , H e ft  X I , 
M e issen , 1888, n o . 7 ) ,  i n  w h ich  S c h le g e l o f fe r s  a r a th e r  clum sy 
excuse f o r  h is  f a i l u r e  to  send Orestes und Pv lades f o r  
p u b l ic a t io n  in  th e  Schaubühne. Rent sc h ( o p .  c i t . . p . 20) i s
o f th e  o p in io n  th a t  t h is  was p ro b a b ly  th e  im m edia te  cause o f th e  
b re a k  w ith  G o ttsch ed . G f. a ls o  le t t e r s  t o  Hagedorn, 4 Septem ber, 
1743, (Hagedorns Werke ed . E schenburg, Hamburg, 1800, V .)  and 
to  Bodmer i n  174 6 (G .P . S tK n d lin ,  B r ie fe  beruhm ter und e d le r  
D eutschen an Bodmer. S tu t t g a r t ,  1794).
2 Rents c h , ü>p. c i t . . pp . 28 , 29 . The estrangem ent beg ins abou t 
th e  m id d le  o f 1743 and appears to  have been com plete by th e  
end o f 174 6. G f. S e e lig e r ,  c i t . . l e t t e r s  7 , 8 and my 
a r t i c l e .  Some U npub lished  L e t te r s  from  th e  Correspondence o f 
Johann E l ia s  S c h le g e l. (Modern Language R eview . XXXIV, J u ly ,  
1939, p p . 398, 3 9 9 ) .
3 See my a r t i c l e  e d . c i t . . i n  p a r t ic u la r  l e t t e r  I  and p . 397.
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t o  do an unrhymed v e r s io n .^  And i n  h is  f i r s t  p u b lis h e d  p ie ce  
o f w r i t in g ,  th e  S ch re ib e n  uber d ie  Comodie i n  V e rse n , ^  S c h le g e l 
comes ou t in t o  th e  open on t h is  v e ry  q u e s t io n . F o r, d e s p ite  th e  
more p ro fo un d  im p l ic a t io n s  o f t h i s  essay, i t s  im m ediate purpose 
was t o  r e p ly  to  an a t ta c k  on the  use o f rhyme i n  comedy made by 
a co n firm ed  s u p p o rte r o f  G o ttsch e d , G.B. S tra u b e .^  The f r ie n d ly  
n a tu re  o f t h is  d is p u te  is  w h o lly  c h a r a c te r is t ic  o f S c h le g e l.  He 
p r id e d  h im s e lf  on b e in g  a b le  t o  conduct a l i v e l y  argum ent w ith o u t 
any h in t  o f p e rso n a l a n im o s ity ^  and, no d o u b t,b e lie v e d  a t  t h is  
s tage th a t  i t  would be p o s s ib le  f o r  him to  pursue h is  own way in  
l i t e r a t u r e  and l i t e r a r y  th e o ry ,  u n d is tu rb e d  and unhampered by 
th e  p e rs o n a l je a lo u s y  and anger o f o th e rs .
H is  s ta y  i n  L e ip z ig  was o f  th re e  yea rs  d u ra t io n  and was a 
p e r io d  o f f a i r l y  in te n s e  p r o d u c t iv i t y .  H aving a lre a d y  some 
e xp e rie n ce  i n  d ra m a tic  w r i t in g ,  he now tu rn e d  h is  a t te n t io n  to  
the  th e o ry  o f drama and thence to  th e  p r in c ip le s  o f a r t  i n  
g e n e ra l. Soon a f t e r  h is  a r r i v a l  he w ro te  a l e t t e r  about Greek 
tra g e d y  t o  h is  b ro th e r  Johann A d o lf  S c h le g e l, who was s t i l l  a t  
s c h o o l.5 The independence o f h is  v iew s is  a p p a re n t here i n  
h is  d is c e rn in g  c r i t i c i s m  o f th e  ta s te  o f th e  p e r io d  and o f th e  
avowed models o f G o ttsch ed : th e  dramas o f th e  F ren ch . And i t  i s  
t h i s  independence a g a in ,  w h ich  g iv e s  c h a ra c te r  to  the  th re e  
p ie ce s  o f d ra m a tic  c r i t i c is m  w h ich  appeared i n  th e  yea r 1741:
1 C f. a r t . c i t . . pp . 397, 402 .
2 S ch re ib e n  ap den H e rrn  N .N . ube r d ie  Comodie i n  Versen (C .B . .
24 , 1740, pp . 624 -  651, Tferke. I l l ,  pp . 65 -  9 4 ) .
3 Versuch e ines  B ew eises. dass e in e  ge re im te  Comodie n ic h t  gu t 
sevn konne (C .B .. 2 3 , 1740, p p . 466 -  4 8 5 ) .  S traube r e p l ie d  
t o  S ch lege 1*8 a r t i c l e  w ith  Andere V e rth e id ig u n g  de r n ic h t  
g e re im te n  Comodie (C .B . . 2 6 , 1741, pp . 287 -  3 1 3 ).
4 C f.  h is  l e t t e r  to  Bodmer, 19 A p r i l ,  1746 ( Stand l i n  e d . c i t . . p .3 0 ) .
5 T h is  was p u b lis h e d  i n  th e  works under th e  t i t l e :  Auszug e ines 
B r ie fes w e lohe r e in ig e  k r i t i s c h e  Anmerkungen uber d ie  T ra u e r- 
s n ie le  d e r A I t  en und Neuern e jq th a lt  ('yferke. I l l ,  pp . 203, f f  :
J . von A n to n ie w ic z , Johann B l ia s  • Schlege Is  A e s th e tis c h e  und 
D ram atu rg ische  S c h r i f te n .  H e ilb ro n n , 1887, Deutsche L i t e r a t u r -  
denknale  . 267 pp . 2 .  f f . ) .
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K la .1,5 Her ode s de r K in d e rm b rd e r. D e m o k r it . e in  Todtene^esprache and 
the  V e rg le ich u n g  Shakespeare und Andreas Grvph s .^  T h is  la s t  is  o f  
h is t o r ic a l  im po rtance  as the  f i r s t  a p p re c ia t io n  o f  Shakespeare to  
appear i n  th e  German language , and i t  c o n tra s ts  s h a rp ly  w ith  
G o ttsch e d ’ s sweeping condem na tion .2 A p a rt fro m  t h i s ,  th e re  i s  
n o th in g  w h ich  m ig h t be c a lle d  r e v o lu t io n a r y  i n  any o f these  th re e  
e ssays . So s u b t ly  i s  th e  s tra n d  o f independent th o u g h t woven in  
w ith  accep ted  views th a t  a c u rs o ry  re a d in g  m ig h t f a i l  t o  re v e a l i t ;  
b u t in co n sp icu o u s  as i t  i s ,  i t  lends to  th e  essays th a t  f la v o u r  o f 
m a tu r ity  w h ich  is  so m a rke d ly  absen t fro m  a lm o s t a l l  o th e r con­
t r ib u t io n s  to  the  C r i t is c h e  B e v tra g e .
The ye a r 1741 a ls o  saw the  p ro d u c tio n  o f one p ie ce  o f a e s th e t ic
w r i t in g .  I n  th e  essay Von der U n a h n lic h k e it  i n  d e r Hachahmung.^
S c h le g e l su b je c te d  the  p r in c ip le  o f im i t a t io n  o f n a tu re , w h ich  was 
u n q u e s tio n a b ly  accepted  as th e  b a s is  o f a l l  th e  a r t s ,  to  a s c ru t in y  
o f the  c lo s e s t k in d .  The r e s u l t  o f  t h i s  s c r u t in y  was the  
fo rm u la t io n  o f a r u le  l im i t i n g  th e  scope o f im i t a t io n .  The essay 
was read by S c h le g e l on 2 December, 1741, to  G o ttsched*s Redner-  
g e s e l ls c h a f t . b u t was n o t in c lu d e d  i n  the  c o l le c t io n  o f übungsreden 
o f t h is  s o c ie ty  p u b lis h e d  by J .G . Loschenkoh l i n  1743. H ere ,
S c h le g e l was indeed e x p re s s in g  v iew s never even h in te d  a t  by
G o ttsch e d , and w h ich  embodied a c o n c e p tio n  o f a r t  u t t e r l y  opposed to  h is ,
and i t  has been suggested th a t  i t  was f o r  t h is  reason  th a t  th e  
essay was n o t p u b lis h e d  in  th e  o f f i c i a l  c o l le c t io n . ^  But i n  1742, 
S c h le g e l deve loped  h is  theme i n  th e  much more com prehensive
1 Herode8 d e r K in d e rm b rd e r. nach A r t  e ines  Tra u e rs p ie ls  a u s - 
g e b ild e t  und in  D um ber g e in e r  te u ts c h lie b e n d e n  Gemeine 
v o r g e s t e l le t . d u rch  Hohann K la . i. H ürnberg . 1645 fC .B . . 27 ,
1741; W erke. I l l ,  pp . 1 f f ;  A n t , pp . 31 f f . ) ;  D e m o k ritu s . e in  
Todtengesprache (B e lu s tig u n g  des V e rs tandes und des W itz e s ,
1741, Augustm onat; Irlferke. I l l ,  pp . 177 f f ;  A n t .  pp . 61 f f . ) ;  
V e rg le ich u n g  Shakespears und Andreas Gryphs bev G e le ge n h e it 
des V e rsu chs e in e r  gebundenen U ebersetzung von dem Tode des 
J u liu s  C asar. aus den B n g lisch e n  Werken des Shake s p e a r. B e r l in .  
1741 (C .B . . 28 , 1741; 'ite rke . I l l ,  pp . 27 f f ;  A n t , pp . 71 f f . ) .
2 C f. O .P .. 3 rd .  ed . 1742, pp. 714 f f . A more d e ta ile d  d is c u s s io n  
i n  an a r t i c l e ;  Apmerkungen uber das 592. S tu ck  des Zuschauers 
(C .B .. 2 9 , 1742).
3 Abhandlung  ^ dass d ie  MachaVgnung d e r Sache, d e r man nachahm et. 
zuw e ilen  u n a h n lic h  warden musse (Neue B evtrage  zum Vergnugen 
des V erstandes und V fitz e s . 5 , 1745; Ifferke. I l l ,  163 f f ;
A n t , pp . 96 f f . ) .
4 O f. J .H . S c h le g e l, W erke. I l l ,  p . 165.
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AbJiaadl.ung_.,v.on d e r Dachahmung. D e sp ite  th e  f a c t  th a t  the  v iew s
expressed in  t h is  were e q u a lly  a t  -variance w ith  h is  own th e o r ie s ,  
G o ttsched  p u b lis h e d  p a r t  o f i t  i n  th e  B e v tra g e . and i t  was 
p ro b a b ly  a d e s ire  t o  a vo id  th e  r e p e t i t io n  o f the  same idea s  in  
a n o th e r p u b l ic a t io n  under h is  a u s p ic e s , th a t  accounted f o r  the  
n o n - in c lu s io n  o f th e  e a r l ie r  essay in  Loschenkoh l*s  c o l le c t io n . ^
These yea rs  i n  L e ip z ig  a re  th e n , n o t o n ly  p ro d u c t iv e ,  b u t 
shenv S c h le g e l on more than  one occas ion  s t r i k in g  ou t on h is  own, 
even i n  d i r e c t  o p p o s it io n  to  G o ttsched . I t  i s  th e re fo re  n a tu ra l 
th a t  t h is  tendency shou ld  become more marked as th e  s p a t ia l  
d is ta n c e  between them in c re a s e d . Frcxn L e ip z ig ,  S c h le g e l went 
t o  Dresden^ and a f t e r  a fe w  weeks th e re ,  o b ta in e d  an appo in tm ent 
as s e c re ta ry  to  G ra f von S pener, Saxon ambassador a t  th e  D anish 
c o u r t .  E a r ly  i n  1743 he proceeded in  h is  new c a p a c ity  to  
Copenhagen. There fo l lo w s  now a p e r io d  o f a lm o s t th re e  years 
i n  w h ich  no c r i t i c a l  or t h e o r e t ic a l  work a p pe a rs , a p e r io d  
b roken  o n ly  by th e  p u b l ic a t io n  o f one drama and th a t  w r i t t e n  
s e v e ra l yea rs  b e fo re .^  T h is  i s  c le a r ly  a tim e  when S c h le g e l is  
ta k in g  s to c k  o f th e  new c o n d it io n s  under w h ich  he i s  to  l i v e ,  
le a rn in g  the  language and a s s im i la t in g  new im p re ss io n s  and 
know ledge. He was n o t th e  man to  le t  th e  c u ltu re  o f t h i s  new 
c o u n try  rem ain  a c lose d  book to  h im , and th e  p e r io d ic a l  w hich 
he p u b lis h e d  w eek ly  d u r in g  th e  ye a r 17455, re v e a ls  w ith  what 
s y m p a th e tic  in t e r e s t  he p e n e tra te d  in t o  th e  h is t o r y ,  customs 
and l i t e r a t u r e  o f the  D anish p e o p le . More th a n  any o th e r o f h is  
w o rks , t h is  re v e a ls  th e  man; k in d ly ,  y e t  s l i g h t l y  a lo o f ,  humane 
and t o le r a n t ,  y e t  f a s t id io u s ly  d is c r im in a t in g ;  no po lem ic  
f i g h t e r ,  the  re v e rs e  o f a r e v o lu t io n a r y ,  possess ing  g re a t 
re s p e c t f o r  t r a d i t i o n ,  b u t n e v e rth e le s s  w i l l i n g  to  subm it t h i s ,  
as a l l  e ls e ,  to  th e  l i g h t  o f reasoned c r i t i c i s m .  H is  se riousness  
and tra n s p a re n t s in c e r i t y  a re  leavened by a p ro found  re g a rd  f o r  
th e  s o c ia l  v i r tu e s  and g ra c e s . H is  v iew s on e d u c a tio n  a re  a jo y
1 C .B . . 29 , 1742, c o n ta in s  § 1 -  15, C .B . . 31 , 1743, § 16 -2 1 .
The re s t  o f th e  essay was f i r s t  p u b lis h e d  i n  th e  Neuer Bucher- 
s a a l der 8chonen W issenscha ften  und f re v e n  KU nste. 5 , 1745 
( j f e r ^ .  I l l , .  pp . 95 f f >  A oIl-V  PP* 106 f f . )
2 O f. A n to n ie -w icz , e ^ . c i t . . p . XC.
3 Towards the  end o f  1742. O f. W erke, V , p . XXX.
4 Th is  vas D id o , w r i t t e n  e a r ly  i n  1739 (C f.  S e e lig e r ,  o^. o i t . ,
l e t t e r  no . 5) and p u b lis h e d  i n  the  Deutsche Schaubuhne. 7 ,  1744.
5 Der Fremde. Coppenhagen, 1745; Vierke. V , pp. 9 f f .
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t o  re a d , even i n  these p e d a g o g ic a lly  e n lig h te n e d  d a ys . A lth o u g h  
he can a t ta c k  w ith  some fo rc e  and i s  by no means averse to  th e  
use o f w i t ,  h is  s t in g  i s  never s h a rp , and th e  weapon he p re fe r s ,  
i s  th a t  o f p e rsu a s io n  by lu c id ,  reasoned a rgum en t, c a lc u la te d  
n e ith e r  to  cause s e n s a tio n  nor t o  provoke a t ta c k .
D u rin g  th is  p e r io d ,  i n  a d d it io n  to  m aking th e  a cq ua in tance  
o f th in g s  D a n ish , S c h le g e l u n d o u b te d ly  deepened h is  knowledge 
o f E n g lis h  l i t e r a t u r e ;  and h is  la t e r  w o rks , dramas as v æ ll as 
c r i t i c a l  w r i t in g s ,  shew th a t  these  new im p re ss io n s  were n o t 
w ith o u t in f lu e n c e  on h is  th o u g h t. A second group o f t h e o r e t ic a l  
w r i t in g s  began to  appear i n  174 6 .1  As e a r l ie r  i n  L e ip z ig ,  when 
an a t ta c k  on comedy in  ve rse  provoked him  to  w r i te  h is  f i r s t  
a r t i c l e ,  so now, to o ,  th e  s tim u lu s  came frcxn w ith o u t  and was o f 
a p r a c t ic a l  n a tu re . W ith  th e  a cce ss io n  in  174 6 o f F re d e r ic k  7 ,  
a more e n lig h te n e d  and le ss  p u r i t a n ic a l  r u le r  th a n  h is  p re ­
d e ce sso r, hopes o f a new th e a tre  i n  Copenhagen cou ld  be r e a l is e d .  
S c h le g e l, d o u b tle s s  a t  th e  re q u e s t o f D an ish f r ie n d s ,  advanced 
su g g e s tio n s  o f a p u re ly  p r a c t ic a l  k in d  re g a rd in g  t h is  v e n tu re ,  
embodying h is  view s i n  th e  S ch re iben  von S r r ic h tu n g  e ines  Theaters 
i n  Kopenhagen.^  T h is  e x c u rs io n  in t o  th e  sphere o f p r a c t ic a l  
th e a tre  management, w h ich  was n o t w ith o u t in f lu e n c e  on th e  h is to r y  
o f the th e a tre  i n  Germany, he fo llo w e d  up i n  th e  n e x t y e a r w ith  
Gedanken zur Aufnahme des dan ischen  T h e a te rs .^  a ls o  des igned  to  
be o f a s s is ta n c e  to  th e  p rom oters o f th e  new th e a t r e .  H ere , 
however, S c h le g e l was n o t concerned w ith  s u g g e s tio n s  f o r  p r a c t ic a l  
management, b u t w ith  h in ts  and a d v ice  on th e  c h o ic e  o f th e  
r e p e r t o i r e . T h is  led  him  to  a d is c u s s io n  o f d ra m a tic  th e o ry ,  and 
h is  o p in io n s , a lth o u g h  foreshado^ved in  th e  w r i t in g s  o f h is  e a r l ie r  
L e ip z ig  p e r io d ,  appear now in  more f u l l y  deve loped  fo rm  and a re  
expressed w ith  g re a te r  c e r ta in t y  and em phasis. The essay g ive s  
th a t  im p re s s io n  o f m a tu r it y  and a u th o r i t y  w h ich  r e s u lt s  when an 
a u th o r speaks w ith  c o n v ic t io n ,  and i t  form s th e  peak o f S c h le g e l*s  
d ra m a tic  th e o ry .
1 1745 had seen th e  appearance o f a p re fa ce  to  th e  t r a n s la t io n  
o f D es touches ’ Le G lo r ie u x . T h is  p re fa c e , in c lu d e d  by 
A n to n ie w ic z  i n  th e  volume o f a e s th e t ic  and d ra m a tic  w r i t in g s ,  
i s  now g e n e ra lly  accepted  as b e in g  fro m  S c h le g e l’ s pen.
2 Vferke. I l l ,  pp . 251 f f .  Th is  essay i s  n o t in c lu d e d  in  th e  
s e le c t io n  made by A n to n ie w ic z .
3 Werke. I l l ,  pp . 259 f f ;  A o i. . , pp . 193 f f .
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The essay Uber d ie  l/Vurde und Iv ia je s ta t des Ausdruoks im  
T ra u e rs p ie le ^ has som eth ing o f th e  same q u a l i t y .  I t  was w r i t t e n  
as a p re fa ce  to  a volume o f h is  p la ys  w h ich  S c h le g e l p u b lis h e d  
i n  1747 under th e  t i t l e  o f T h e a tra lis c h e  W erke. and i s  more 
rem arkab le  f o r  c e r ta in  passages o f s e n s it iv e  a p p re c ia t io n ,  than  
f o r  i t s  c o n t r ib u t io n  to  any th e o ry  o f th e  su b lim e . I t  i s  i n  
the se  passages th a t  th a t  sureness o f to u c h  w h ich  we no ted  i n  
th e  Gedanken zu r Aufnahme des dan ischen  Thea te rs  a g a in  makes 
i t s e l f  c le a r ly  f e l t ,  and in c re a s e s  our sense o f r e g re t  th a t  a 
t a le n t  w h ich  shewed so much power o f g ro w th , shou ld  n o t have 
come to  f u l l  m a tu r i t y .2
S c h le g e l*s  th e o r e t ic a l  w r i t in g s  f a l l  th e n  in t o  tw o g roups , 
separa ted  by a p e r io d  o f th re e  y e a rs . D u rin g  the  f i r s t  p e r io d  
i n  L e ip z ig ,  d ra m a tic  th e o ry  and c r i t i c is m  appear s im u lta n e o u s ly  
w ith  a e s th e t ic  t r e a t is e s  on th e  th e o ry  o f im i t a t io n .  The works 
o f th e  second p e r io d  in  Copenhagen a re  concerned w ith  d ra m a tic  
th e o ry  a lo n e . These la t e r  works a re ,  to o ,  o f an a lto g e th e r  
more p r a c t ic a l  c h a ra c te r ,  each o f them b e in g  v j r i t t e n  w ith  a 
d e f in i t e  purpose i n  v ie w . T h e ir  p o in t  o f d e p a rtu re  i s  n o t th a t  of 
p h ilo s o p h ic  s p e c u la t io n ,  b u t th e  p r a c t ic a l  needs o f  th e  tim e^ 
Because o f t h is  s p e c i f i c a l ly  p r a c t ic a l  c h a ra c te r  a n d , d o u b t le s s , 
to o ,  because o f  th e  space o f  t im e  w h ich  separa tes  th e  tw o  g ro u p s , 
i t  has been c la im ed  th a t  th e  la t e r  ones shew n o t o n ly  a d is t in c t  
advance on th e  e a r l i e r ,  b u t t h a t  they  a ls o  im p ly  a r e je c t io n  o f 
e a r l i e r  th e o r ie s ,  p a r t i c u la r ly  o f many o f th e  v iew s advanced in  
th e  Abhand lung  von d e r Nachahmung.^ How, i t  i s  a d m it te d ly
1 V orrede  to  th e  T h e a tra l i s che Werke. d u rch  Johann E l ia s  S c h le g e l. 
Coppenhagen, 1747 (Werke. I l l ,  pp . 213 f f ; A n t .» pp> 167 f f . ) .
2 S c h le g e l d ie d  on the  13 A u g u s t, 1749, a t  th e  age o f 30 .
3 C f.  the  argum ents o f Eugen W o lff  (Johann E lla s  S c h le g e l. E ine
M onograph ie . B e r l in ,  1889) on th e  change and developm ent i n
S c h le g e l’ s v iew s (esp . pp . 76 f f .  and 153 f f . ) .  W o lf f  assumes 
th a t  S c h le g e l grew ou t o f h is  im i t a t io n  th e o ry  i n  s p ite  o f 
h im s e j f . Such an in t e r p r e ta t io n  seems t o  me to  a r is e  from  a 
f a i l u r e  to  d is t in g u is h  between th e  a e s th e t ic  e xp e rie n ce  in  
g e n e ra l, and th e  v a r io u s  methods by w h ich  each a r t  i n  i t s  own 
way c o n tr iv e s  to  g ive  r is e  to  th a t  e x p e rie n c e .
H .B . W o l f f ’ s no te  (p .  145, no te  388) to  th e  e f f e c t  th a t  
S c h le g e l r e fe r r e d  to  a p la n  to  w r i te  a d ra m a tu rgy  based on 
h is  im i t a t io n  th e o ry  i n  a l e t t e r  to  Bodmer, 15 A p r i l ,  1747 
( S ta n d lin ,  o i t . ) i s  an e r r o r .  The re fe re n c e  i s  i n  a 
l e t t e r  to  Bodmer, 18 Septem ber, 1747, p u b lis h e d  by J . C riige r 
(A rc h iv  f u r  L i t te r a tu r g e s c h ic h te » Bd. X IV , L e ip z ig ,  1886).
71.
im p o s s ib le  n o t to  re co g n ise  p rogress  i n  S c h le g e l*s  th e o r e t ic a l  
w ork ; he i s  e m in e n tly  capab le  o f g ro w th , b o th  i n  knowledge and 
a p p re c ia t io n  as w e l l  as i n  th o u g h t. The independence w hich can 
be tra c e d , even in  h is  e a r l i e s t  w o rk , becomes eve r more marked; 
th e  s im i l a r i t y  w ith  G ottsched  eve r le ss  a p p a re n t. But a lth o u g h  
t h is  developm ent o f what was p re se n t i n  th e  b e g in n in g , the  grow ing  
a f f i r m a t io n  o f i t  and th e  change fro m  te n ta t iv e n e s s  to  c e r ta in t y  
a re  c le a r ly  re v e a le d  by a c lo se  a n a ly s is  o f  S c h le g e l’ s w o rks , 
n o th in g  emerges frcan such an a n a ly s is  to  s u p p o rt the  v ie w  th a t  
th e  la t e r  works re p re s e n t a ccm ip le te ly  new o u tlo o k  and a con­
sequent r e je c t io n  o f h is  e a r l i e r  th e o r ie s .
On the  c o n tra ry ,  th e  most rem arkab le  th in g  abou t S c h le g e l’ s 
th e o ry  and th a t  w h ic h , more th a n  any s in g le  a spec t o f i t ,  makes 
i t  o u ts ta n d in g  in  th e  Germany o f th e  p e r io d ,  is  i t s  hom ogene ity .
I t  i s  w e l l  known th a t  drama i s  S c h le g e l’ s c h ie f  in t e r e s t ;  i f  he 
does n o t e x a c t ly  approach th e  im i t a t io n  th e o ry  th ro u g h  th e  medium 
o f dram a, he y e t draws m ost o f h is  i l l u s t r a t i o n s  fro m  th e  d ra m a tic  
f i e l d .  E q u a lly  c le a r ,  th ou gh  perhaps n o t so w e l l  known, i s  th e  
f a c t  th a t  h is  d ra m a tic  th e o r ie s  a re  b u t one asp ec t o f  h is  g e n e ra l 
a e s th e t ic  v ie w s . Both f lo w  fro m  one s in g le  v ie w  o f a r t ,  a v ie w  
to  w hich he gave e x p re s s io n  i n  h is  e a r l ie s t  p u b lis h e d  w o rk . I t  
is  j u s t  t h is  hom ogeneity w h ich  stands i n  such marked c o n tra s t t o  
G o ttsch e d ’ s o s te n s ib ly  so much more sys te m a tise d  and i n  r e a l i t y  
so confused and c o n t ra d ic to ry  th e o r is in g s .  There a re  to  be 
found  i n  S c h le g e l none o f those  in n e r  c o n tra d ic t io n s  w hich  mar 
th e  C r it is c h e  D ic h tk u n s t. The s in g le  v ie w  o f a r t  w h ich  he h e ld  
fro m  th e  f i r s t ,  g ive s  coherence to  th e  w ho le . I t  p ro v id e s  a 
to u ch s to n e  f o r  S ch le g e l h im s e lf ,  g u id in g  him i n  a p p re c ia t io n ,  as 
i n  th e o ry ,  w h ile  f o r  th e  re a d e r i t  s u p p lie s  th a t  u n i f y in g  th re a d  
w h ich  i s  re q u ire d  to  make any th e o r e t ic a l  w ork c o n v in c in g . Even 
th e  lapses -  and th e re  a re  s e v e ra l -  fro m  th e  h ig h  s ta n d a rd  w h ich  
S c h le g e l i s  capable o f re a c h in g , a re  n o t f o r t u i t o u s ,  b u t can be 
accounted f o r  by e r ro rs  i n  h is  o r ig in a l  p re m ise s ; e r r o r s  p a r t ly  
in h e re n t i n  th e  th e o ry  o f im i t a t io n ,  p a r t ly  occasioned by th e  
g e n e ra l m o ra l and p h ilo s o p h ic a l o u tlo o k  o f th e  age. B u t, w hether 
fa ls e  or t r u e ,  h is  th e o ry  i s  n e ve r a t  odds w ith  i t s e l f .
T h is  i s  th e  c h ie f  im p re s s io n  gained by a c lo se  s tu d y  o f h is  
w ork . And i f  a more c u rs o ry  re a d in g  f a i l s  to  re v e a l i t ,  i t  i s  
because th e  v a r io u s  essays fo rm  p a r t  o f no consc ious  system . Th is  
be ing  so , t o  examine an is o la te d  u tte ra n c e , o r even an in d iv id u a l  
essay w ith o u t due re g a rd  to  i t s  r e la t io n  t o  th e  w h o le , i s  f a t a l  
t o  a r e a l  u n d e rs ta n d in g  o f S c h le g e l’ s th e o ry .  I t  seems c e r ta in  
th a t  more l i g h t  can be th row n  on th e  substance o f t h is  th e o ry  by 
s y s te m a t ic a lly  exam in ing  i t  a c c o rd in g  to  s u b je c t m a t te r ,  ra th e r  
th a n  by t r e a t in g  th e  works i n  c h ro n o lo g ic a l o rd e r , o r by s h a rp ly  
s e p a ra tin g  the  d ra m a tic  fro m  th e  a e s th e t ic  th e o ry .
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Im i ta t io n  is  as fu n d a m e n ta l to  S c h le g e l’ s th e o ry  as to  
G o tts c h e d ’ s .  A r t  i s  produced by im i t a t in g  r e a l i t y .  Th is 
p r in c ip le  S c h e lg e l never abandons, no r does he seek t o  underm ine 
i t s  a u th o r i t y .  I t  i s  w i t h in  th e  fram ew ork o f  t h is  fo rm u la , and 
in  term s o f i t  a lo n e , th a t  we must lo o k  f o r  s ign s  o f a deeper 
and c le a re r  u n d e rs ta n d in g  o f  a r t  than  can be found i n  th e  w r it in g s  
o f G ottsched and h is  fo l lo w e r s .  The th e o ry  o f im i t a t io n ,  w ith  
i t s  id e a  o f t r a n s la t in g  an o b je c t o f r e a l i t y  in t o  a p la s t ic  
medium, is  n o t i n  i t s e l f  u n f r u i t f u l ;  and i t  has a t  d i f f e r e n t  tim e s  
g iv e n  r is e  to  w id e ly  v a ry in g  in t e r p r e ta t io n s .  I t  was a t  th a t  tim e  
in  Germany, b e in g  in te r p r e te d  in  a v e ry  u n f r u i t f u l  way. We have 
to  see t o  what e x te n t S c h le g e l s tre tc h e d  th e  th e o ry ,  w ith o u t 
abandoning i t  i n  fa v o u r  o f any o th e r ; and i n  what way he had to  
m o d ify  the  fo rm u la  to  make i t  f i t  the  k in d  o f drama he most 
adm ired -  th e  tra g e d ie s  o f th e  Greeks and o f R ac ine .
R ecogn is ing  th a t  im i t a t io n  is  an ambiguous te rm , S ch le g e l 
f in d s  i t  d e s ira b le  to  d e f in e  more c lo s e ly  th a n  does G o ttsch e d , th e  
k in d  o f im i t a t io n  w h ich  r e s u lt s  i n  a w ork o f a r t .  I n  v ie w  o f  th e  
la c k  o f accepted  te rm in o lo g y , he f i r s t  makes c le a r  e x a c t ly  what 
he means by the  term s he proposes to  use . The word Nachahmung 
he re se rve s  f o r  th e  process in v o lv e d  i n  im i t a t io n ,  p r e fe r r in g  
B i ld  t o  in d ic a te  th e  im i t a t io n  produced , w h ile  V o rb iId  i s  th e  
o r ig in a l  i n  n a tu re  or r e a l i t y . !  Im i ta t io n  w h ich  produces works 
o f a r t ,  as d i s t i n c t  fro m  a l l  o th e r p rocesses o f im i t a t io n ,  must 
f i r s t  o f a l l  ta k e  p la ce  w ith  in t e n t ,  and w ith  th e  f u l l  co nsc ious­
ness o f th e  im i t a t o r .  I t  i s  n eve r a c c id e n ta l;  as S c h le g e l p o in ts  
o u t ; "es  i s t  n ic h t  a l lé s  nachgeahmet, was e in e r  Sache a h n l ic h  i s t . " ^  
Nor may i t  be accounted  im i t a t io n  i n  t h is  sense i f  n a tu re  has had 
a hand i n  b r in g in g  abou t th e  s im i la r i t y . ^
1 C f.  Abhand lun g  von de r Nachahmung ( # r k e . ed . c i jb . ,  I I I ,  
p p .  107. 1Q8; A n t . ,  p p .  106. 1 07 ).
2 I b i d . . p . 109; A n t . , p . 108. C f . , to o ,  p . 124 (Ajgji.. ,p .  123); 
"Wo ke ine  A b s ic h t i s t ,  etwas a h n lic h e s  h e rv o rz u b r in g e n , da 
i s t  auch ke ine  Nachahmung."
3 p . 121; A a i.- .  p . 120 .
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Purpose is  th e n  the  m ark o f t h is  k in d  o f  im i t a t io n .  But t h i s  
is  n o t y e t enough. I t  has to  be d is t in g u is h e d  fro m  tw o o th e r k in d s  
o f p u rp o s ive  im i t a t io n ;  th a t  w h ich  s e ts  ou t to  in s t r u c t  and th a t  
w h ich  in te n d s  t o  d e c e iv e . The im i t a t io n  v /h ich  g iv e s  r is e  to  a r t  
does n e ith e r  o f  these  th in g s .  I t  must have as i t s  a im  th e  
com m unication o f p le a su re  to  o th e rs . I n  q u e s tio n s  o f a r t ,  th e  
e ig h te e n th  c e n tu ry  has a lw ays to  a c e r ta in  e x te n t th e  r e c ip ie n t  
i n  v ie w , l  and S c h le g e l no le s s  than  any o th e r w r i t e r .  Indeed he 
goes so f a r  as to  say th a t  a w ork  o f a r t  i s  a dead th in g  u n less  
i t  is  a p p re c ia te d  by someone and b u t a poor rew ard f o r  th e  t ro u b le  
ta k e n  by i t s  c r e a t o r I m i t a t i o n  i s  n o t unde rta ke n  f o r  i t s  own 
sake . O therw ise we have t o  p o s tu la te  an e xa c t copy o r d u p lic a te  
as th e  h ig h e s t fo rm  o f im i t a t io n ;  or i n  S c h le g e l*s  w ords : "so  
i s t  d e r je n ig e  im  Nachahmen d e r a l l e r vo llkcram enst e ,  w e lche r s e in  
V o rb iId  n ic h t  a b s c h i ld e r t ,  sondern von neuem e r s c h a f f t . " ^  I t  i s  
d o u b t fu l  w hether any th e o ry  w h ich  sees th e  c re a t io n  o f a work o f 
a r t  as the  im i t a t in g  o f some o r ig in a l  i n  r e a l i t y  can eve r d ispense  
w ith  a purpose, o u ts id e  and beyond th a t  o f m e re ly  p ro d u c in g  an 
im i t a t io n .  However th a t  may be , S c h le g e l, a t  le a s t ,  makes th e  
g iv in g  o f  p le a su re  an in t e g r a l  p a r t  o f h is  d e f i n i t i o n ,  and i t  i s  
th e  r e la t io n  o f th e  r e c ip ie n t  to  th e  w ork  o f a r t  w h ich  i s ,  th ro u g h ­
o u t ,  th e  c h ie f  o b je c t o f h is  a t te n t io n .  That o th e r e q u a tio n , th e  
r e la t io n  o f the  a r t i s t  to  h is  s u b je c t ,  i s  a lm o s t c o m p le te ly  ig n o re d ,
Im i ta t io n  i n  t h is  p a r t ic u la r  sense, as a con sc ious  process 
unde rta ke n  i n  o rd e r to  g ive  p le a su re  t o  o th e rs ,  S c h le g e l accep ts  
as a b a s is  o f a l l  the  a r ts  -  b u t w ith  re s e rv a t io n s  o f a v e ry  f a r
1 T h is  in t e r e s t  i n  th e  r e c ip ie n t  co n tin u e s  to  th e  end o f the  c e n tu ry . 
How to  ensure th a t  the  r e a c t io n  o f th e  p u b lic  w i l l  be th e  d e s ire d  
one i s  a f re q u e n t s u b je c t o f d is c u s s io n  between Goethe and S c h i l le r ,
2 Abhand lung von de r U n a h n lic h k e it  (l/Verke, I I I ,  p . 170; A n t , . p . 9 9 ) . 
C f. a l e t t e r  from  S c h le g e l t o  G o ttsch e d , 2 A p r i l ,  1744 (S e e lig e r ,  
e d . c i t . . l e t t e r  no . 6 ) ,  i n  w h ich  he expresses th e  w ish  to  see 
h is  p la y  Herrmann f u l f i l l i n g  th e  purpose f o r  w h ich  i t  was w r i t t e n :  
"n e m lic h  a u f den S chaup la tz  zu t r e t e n . "  I n  h is  n e x t l e t t e r  
(S e e lig e r ,  7) he w r i te s :  "Da w ir  h ie r  i n  Coppenhagen ke ine
Schaubuhne haben, so habe ic h  n iem a ls  so wen ig  f u r  das T hea te r 
g e a rb e ite t ,  a Is  i t z o . "
3 Von d e r U n a h n lic h k e it  ( % r k e . I l l ,  p . 170; A n t . , p .  9 9 ) .
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re a c h in g  k in d .  Not c o n te n t w ith  m e re ly  d e f in in g  th e  te rm  more 
c lo s e ly ,  he subm its  the  scope o f th e  p r in c ip le  i t s e l f  to  a 
p e n e tra t in g  s c r u t in y .  E ve ry  th e o ry  o f im i t a t io n ,  however 
n a t u r a l i s t i c  i t s  in t e r p r e t a t io n ,  must leave  some s o r t  o f loo p ­
h o le  f o r  th e  c re a t iv e  t a le n t ,  f o r  the  shap ing  hand o f the  
a r t i s t .  I n  some way i t  must accoun t f o r  th e  d is c re p a n c y  betvmen 
th e  r e a l i t y  im ita te d  and the f in is h e d  w ork o f a r t .  G o ttsched , 
as we saw, o s te n s ib ly  advoca ted  an e x a c t im i t a t io n  o f r e a l i t y  
and n e v e r, i n  so many w ords , q u a l i f ie d  th is  a t  a l l .  But by 
choos ing  as h is  model a h ig h ly - s t y l is e d  drama, and by a c c la im in g  
th e  a u th o r i t y  o f  r u le s  and t r a d i t i o n a l  c o n v e n tio n s , w ith o u t e ve r 
a tte m p tin g  to  re c o n c ile  these  w ith  h is  p r in c ip le  o f s t r i c t  
im i t a t io n ,  he d id ,  i n  f a c t ,  p ro v id e  a lo o p h o le , as i t  were by 
a c c id e n t.  M oreove r, by r e s t r i c t i n g  th e  k in d  o f r e a l i t y  w h ich  
may be im ita te d  to  "schone N a tu r " , G o ttsched  re t re a te d  s t i l l  
f u r t h e r  fro m  a p o s i t io n . o f  com plete n a tu ra l is m . Nowhere i n  th e  
fo rm u la t io n  o f  h is  th e o ry ,  however, i s  th e re  any m o d if ic a t io n  o f 
th e  p r in c ip le ,  and w herever i t  was easy o f a p p l ic a t io n ,  he 
hastened to  s tre s s  i t .
S c h le g e l, on the  o th e r  hand, i s  n o t c o n te n t to  leave  un­
accounted f o r  th e  many d if fe re n c e s  between a r t  and r e a l i t y  -  
d if fe re n c e s  b o th  o f q u a l i t y  and q u a n t i t y .  He knows o f these  
d if fe re n c e s  fro m  e x p e r ie n c e , and re fu s e s  to  pass ove r them 
t a c i t l y  i n  h is  th e o ry .  He p o in ts  o u t t h t t  h is  con te m po ra ries  
a re  a lw ays governed by such d if fe re n c e s  i n  p r a c t ic e ,  however th e y  
may ig n o re  them i n  th e o ry  -  in  h is  w ords, th e y  observe un­
w i t t i n g l y  a c e r ta in  law  o f im i t a t io n , ^  and he proposes to  fo c u s  
a t te n t io n  on t h i s  law  and to  t r y  t o  u n de rs ta n d  i t .
U n lik e  G o ttsch ed , he i s  convinced th a t  th e  d if fe re n c e  between 
a r t  and r e a l i t y  does n o t l i e  i n  th e  ch o ice  o f s u b je c t .  I t  i s  
i n  t h is  re s p e c t th a t  h is  th e o ry  d i f f e r s  so m a rked ly  fro m  th a t  o f 
B a tte u x ,^  w h ic h , a lth o u g h  i t  appeared s l i g h t l y  la t e r  than  
S c h le g e l’ s ,  y e t  had a f a r  g re a te r  in f lu e n c e .  S c h le g e l re co gn ise s  
th a t  th e  s p e c ia l k in d  o f p le a su re  aroused by a w ork  o f a r t  i s  n o t 
dependent on th e  s u b je c t chosen .^  The squeamishness o f the  age.
1 Von de r U n a h n lic h k e it . ( Werke. I l l ,  p . 168; A n t . . p . 9 7 ).
2 C. B a tte u x , Les beaux a r t s  r é d u its  à un même p r in c ip e . P a r is ,  174 6,
3 Uber d ie  Gomodie (Vferke. I I I ,  p . 76; A n t . .p . 12) : "D in g e , we le  he 
auch an s ic h  s e lb s t  ke in e  A e h n lic h k e it  de r V erb indung haben, 
konnen dadu rch  Vergnügen erw ecken, wenn s ie  nachgeahmet w a rden ." 
C f. Nachahmung ( Vferke. I I I ,  p . 128; A n t . . p .  1 2 7 ). I n  the  l a t t e r  
passage he su p p o rts  h is  argument by a re fe re n c e  to  A r i s t o t le  
(P o e tic s  X X I) .
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w hich  i n  i t s e l f  occasioned a c e r ta in  l im i t a t io n  o f th e  ch o ice  o f 
s u b je c t ,  more than  once c a lle d  fro m  him a p r o te s t .  Even u g lin e s s  
can be a s u b je c t f o r  a r t  and, as S ch le g e l p o in ts  o u t,  "man kann 
s ie  n ic h t  h in w e g la sse n , ohne den Menschen d ie  le b h a fte s te n  
V o rs te llu n g e n  zu ra u b e n ."^  1/Vhether such an o r ig in a l  becomes a 
w ork o f a r t ,  w hether i t  f i n a l l y  g ive s  p le a s u re , depends on the  
t re a tm e n t. And i t  i s  h e re in ,  i n  tre a tm e n t and n o t i n  ch o ice  o f 
s u b je c t ,  th a t  S c h le g e l seeks th e  s o lu t io n  o f h is  p rob lem .
Being a c h i ld  o f h is  age, he i s  n o t c o n te n t w ith  o b s e rv a tio n s
o f an e m p ir ic a l k in d ,  b u t fe e ls  th e  need o f a cco u n tin g  f o r  h is
view s p h i lo s o p h ic a l ly .  He has to  accoun t f o r  d if fe re n c e s  w ith in  
a g e n e ra l s i m i l a r i t y .  Th is  he ach ieve s  by a c a r e fu l ly  drawn 
d is t in c t io n  between s im i la r i t y  and th e  h ig h e s t degree o f s im i l a r i t y ,  
or com ple te  i d e n t i t y .  The l a t t e r  would be o b ta ine d  by im i t a t in g  
any o b je c t or even t o f  r e a l i t y  i n  re s p e c t o f a l l  i t s  q u a l i t ie s .  
S im i la r i t y ,  however, can be o b ta in e d  by im i t a t in g  i n  re s p e c t o f 
one q u a l i t y  a lo n e . I n  th e  case o f a head i n  s to n e , im i t a t io n  
takes  p la ce  o n ly  i n  re s p e c t o f shape; c o lo u r ,  the  r e la t iv e  hardness 
and s o ftn e s s  o f th e  d i f f e r e n t  p a r ts  o f th e  fa c e ,  a re  ig n o re d . 
D is s im i la r i t y  o n ly  ensues when wrong p ro p o r t io n s  a re  in t ro d u c e d , 
n o t when c e r ta in  resem blances a re  o m it te d . A b u s t does n o t o ffe n d  
u s , a lth o u g h  th e  r e s t  o f th e  body i s  h is s in g .  But i f  an a r t i s t  
were t o  p a in t  f e e t  on i t ,  le a v in g  o u t th e  o th e r p a r ts ,  we shou ld
be p a in f u l ly  aware o f th e  d i s s i m i l a r i t y I t  i s  because o f t h is
d is t in c t io n  between s im i la r i t y  and the  h ig h e s t degree o f i t ,  th a t  
v a r io u s  im ita t io n s  o f one o r ig in a l  a re  p o s s ib le ;  "Eben daher 
kommt e s , dass auch in  de r D ic h tk u n s t Beshhre ibungen e in e r  
e in z ig e n  Sache ganz ve rsch ie d e n  und dennoch auch v o l ls ta n d ig  
seyn konnen, w e i l  n e m lic h  e in  ie d e r  d ie  T h e ile  d e rs e lb e n  in  
A b s ic h t a u f e ine  andre  B e s c h a ffe n h e it b e t r a c h te t . " ^  I n  t h is  m y
1 U n a h n lic h k e it  ( # r  k e . I l l ,  p p . 169, 174; A n t . , pp . 98 , 103) 
C f.  my a r t i c l e ,  lo c . c i t . p p . 400 -  40 3 .
2 Nachahmung ( W erke. I l l ,  pp . 115 -  117; A n t . , p p . 11 3 -1 1 6 ).
3 I b i d . . (W erke. I l l ,  p . 115; A n t . . p . 1 1 4 ).
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S c h le g e l accoun ts  f o r  th e  d i f f e r in g  tre a tm e n t o f th e  same 
c h a ra c te r  i n  dram a, g iv in g  the  example o f  E le c tra  as p o rtra y e d  
by S ophocles, E u r ip id e s  and A e s c h y lu s .!
The h ig h e s t degree o f s im i l a r i t y  would be ach ieved  i f  
im i t a t io n  and o r ig in a l  were id e n t ic a l ,  or a p p a re n tly  so . For 
t h i s  t o  be p o s s ib le ,  th e  medium would have to  be th e  same i n  
b o th  cases. But th e  s i m i l a r i t y  must be b ro u g h t a bou t by the  
a r t i s t  and n o t by n a tu re . I f  a go lden  v e s s e l,  in s te a d  o f b e in g  
p a in te d  on canvas, is  cop ied  in  g o ld , th e  r e s u l t  w i l l  be a 
r e p l i c a ,  com ple te  s im i l a r i t y ,  b u t n o t a w ork o f a r t .  A la rg e  
p ro p o r t io n  o f  th e  s im i l a r i t y ,  th a t  o f  medium, i s  n o t due to  th e  
c ra ftsm a n  a t  a l l .  Im i t a t io n ,  th e n , can never ex tend  to  medium.
Vi/ith t h is  s ta te m e n t, S c h le g e l a t  once accoun ts f o r  many o f th e  
d if fe re n c e s  between a r t  and r e a l i t y .  Many o th e rs  a re  accounted 
f o r  by h is  c la im  th a t  s im i l a r i t y  i s  n o t an end in  i t s e l f ,  b u t 
o n ly  a means to  th e  f u r t h e r  end o f com m unicating p le a s u re . I n  
t h is  way, he d is t in g u is h e s  th e  h ig h e s t degree o f s im i l a r i t y  fro m  
th e  h ig h e s t degree o f im i t a t io n . ^
Thus S c h le g e l a tte m p ts  to  j u s t i f y  p h i lo s o p h ic a l ly  h is  
m o d if ic a t io n  o f th e  p r in c ip le  o f im i t a t io n .  But i t  i s  n o t here 
th a t  h is  o r i g i n a l i t y  appears so u n m is ta k e a b ly . The r i g i d  
d ia le c t i c  obscures the  f u l l  s ig n if ic a n c e  o f  h is  id e a s ,  and i t  is  
r a th e r  i n  o b s e rv a tio n s  and examples w h ich  have t h e i r  o r ig in  in  
e x p e r ie n c e , th a t  we f in d  him most su g g e s tive  and f r u i t f u l .  R e lia n ce  
on h is  own fe e l in g  and e xp e rie n ce  d is t in g u is h e s  h im  fro m  most o f  
h is  co n te m p o ra rie s ; and i t  i s  c le a r ,  b o th  from  th e  o rder in  w h ich  
h is  works were w r i t t e n  and fro m  th e  ev idence  o f h is  own w ords, th a t  
i t  was o n ly  a f t e r  c lo se  o b s e rv a tio n  o f works o f  a r t ,  and o f th e  
d if fe re n c e  between them and th e  r e a l i t y  th e y  p o r t r a y ,  th a t  he 
s u b je c te d  th e  m a tte r  to  p h ilo s o p h ic a l tre a tm e n t.
C h ie f o f th e se  d if fe re n c e s  he saw to  be th a t  o f  medium. H is 
in t e r e s t  i n  i t  had a p r a c t ic a l  o r ig in .  He was le d  t o  t r e a t  th e  
p rob lem  by an a t ta c k  on a fo rm  o f drama f o r  w h ich  he had a p e rs o n a l
1 I b j - d . . pp . 148, 149; PP* 1^7 , 148.
2 I b i d . . pp . 121 -  125; A n t . . pp . 120 » 124.
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p re fe re n c e  and w h ich  he f e l t  shou ld  n o t be exc luded  fro m  th e  new 
programme o f German l i t e r a t u r e  on a p r i o r i  g rounds. T h is  was 
th e  a t ta c k  by G .B. S traube on comedy i n  v e rs e , a lre a d y  re fe r re d  
t o .  The m o tive s  w h ich  prompted S traube to  w r ite  th e  a r t i c le  w ere , 
as J .H . S ch le g e l p o in ts  o u t ,  e x c e lle n t ;  "E in  ganz g e re c h te r 
U n w ille  uber d ie  s k la v is c h e  Nachahmungssucht, d ie  so lange in  
D eu tsch land  g e h e rrs c h t und uber d ie  e le n d en, g e re im te n  ü b e r-  
se tzungen , d ie  damais zu r P lage g e le h r te r  und ungele h r te r  2uschauer 
a u fs  L e ip z ig e r  T h ea te r gebraeh t wurden, s c h e in t se in e  Feder 
g e fu h r t  zu haben. Aber d ie  Ausdehnung, d ie  e r  seinem Satze g ie b t ,  
und d ie  Grunde, aus w elchen e r ih n  b e h a u p te t, s ind  ta d e In s w o r th . " !  
F o r , a lth o u g h  fro m  the  t i t l e  o f  h is  a r t i c l e  i t  w ould appear th a t  
S traube in te n d e d  to  c o n fin e  h im s e lf to  rhymed comedy, i n  r e a l i t y  he 
made no such d is t in c t io n  b u t used th e  words rhyme and verse  
in te rc h a n g e a b ly . He argued th a t  i t  was im probab le  th a t  o rd in a ry  
peop le  shou ld  speak i n  v e rs e , or th a t  a c h a ra c te r  new ly  a r r iv e d  
on th e  s tage shou ld  be a b le  t o  f in d  a s u ita b le  rhyme to  a word he 
has n o t h e a rd . T h is  th o ro u g h ly  G o ttsch e d ia n  argum ent is  re m in is c e n t 
o f th e  k in d  o f th in k in g  w h ich  prompted th e  c r i t i c is m  o f B e sse r’ s 
E la g e g e d ic h t.2  S ch le g e l d o u b tle s s  f e l t  th a t  such re a so n in g  would 
n o t s to p  a t  th e  use o f ve rse  i n  comedy. Nor was he w rong i n  t h i s  
a ssum p tio n . F o r , a lth o u g h  S traube h im s e lf  defended ve rse  f o r  
t ra g e d y , c r i t i c i s m  o f i t  was advanced by M. R ic h te r  i n  a la te r  
number o f the  B e v tra g e .3
S ch le g e l based h is  de fence  on th e  f a c t  th a t  each a r t  has a 
medium. T h is  i s  th e  m a te r ia l  w h ich  th e  a r t i s t  u se s . I n  t h is  
m a te r ia l ,  he t r i e s  t o  rep roduce  some a spec t o f r e a l i t y .  Verse is  
a medium w hich  th e  d ra m a tic  p o e t may choose i f  he w is h . The 
argum ent th a t  peop le  do n o t i n  r e a l i t y  speak i n  rhyme o r i n  v e rs e , 
and shou ld  n o t th e re fo re  do so i n  comedy, i s  no more v a l id  th a n
1 le r k e . I l l ,  p .  67.
2 O f. above, p . GO.
3 M. R ic h te r ,  Z u fa l l ig e  Gedanken von dem Verse und Reime des 
T ra u e rs p ie ls . C .B . . 31 , 1743. A n to n ie w ic z  (p . L V i)  un­
a c c o u n ta b ly  d e te c ts  tra c e s  o f S c h le g e l’ s in f lu e n c e  i n  t h is  
essa y . I t  i s  t ru e  th a t  R ic h te r  does suggest th a t  th e  demand 
f o r  p r o b a b i l i t y  i s  c a r r ie d  to o  f a r ,  and th a t  im i t a t io n  is  
n o t in te n d e d  to  be n a tu re .  But h is  tone  when he speaks o f 
a r t  i s  d e p re c a to ry ; i t  i s ,  f o r  h im , b u t a poor im i t a t io n  o f  
n a tu re . I n  th e  s p i r i t  o f what he says he is  t o t a l l y  u n lik e  
S c h le g e l.
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th e  c la im  t h a t ,  because people in  r e a l i t y  have c o lo u r in g ,  th e y  
should n o t th e re fo re  be w ith o u t i t  when p o rtra y e d  in  m arb le  by 
th e  s c u lp to r .  The o n ly  v a l id  l in e  o f a t ta c k  would be to  s tre s s  
th e  te c h n ic a l  d i f f i c u l t y  o f  a c h ie v in g  a p le a s in g  n a tu ra ln e s s  a t  
the  same tim e  as harmonious v e rs e ; b u t to  a d m it such a te c h n ic a l  
d i f f i c u l t y  i s  t o  a dm it a d i f f i c u l t y  o f p o e try  i n  g e n e ra l, n o t 
o f d ra m a tic  p o e try  a lo n e . I n  h is  v ie w , m a n ip u la t io n  o f th e  medium 
u n t i l  i t  co rresponds as n e a r ly  as p o s s ib le  to  the  o r ig in a l  con­
c e p tio n , i s  th e  a r t i s t ’ s ta s k .^
I t  i s  s ig n i f i c a n t  th a t  S c h le g e l co m p le te ly  ig n o re s  as a 
p o s s ib le  l in e  o f de fence  S tra u b e ’ s adm iss ion  th a t  people have 
been known to  speak i n  v e rs e . To use th is  a rgum ent, i s  im m e d ia te ly  
in t ro d u c e  n o n -a e s th e t ic  s ta n d a rd s . And i t  i s  ju s t  t h is  w hich  
S ch e lg e l was concerned to  a v o id .  D e a lin g  w i t h  th e  a c c u s a tio n  th a t  
th e  f i r s t  word o f  a rhyme is  o f te n  spoken b e fo re  th e  c h a ra c te r  who 
i s  to  com ple te  the  c o u p le t appears on th e  s ta g e , he says: " ic h  
d a r f  nu r w ie d e rh o le n , was ic h  schon gesaget habe, dass man gar 
n ic h t  n o t h i  g h a t ,  d ie  Vfe.hr s che in  l ic h k e  i t  i n  dem K lange d e r Verse
zu suchen, a Is  i n  d e r M a te rie  w o rinnen  s ic h  d e r Poet v o rg e s e tz e t
h a t ,  d ie  N a tu r nachzuahmen. D ie  W a h rs c h e in lic h k e it  d e r Worte 
b e s te h t i n  ih r e r  Uebereinstim m ung m it  dem Gedanken; n ic h t  aber 
i n  dem ausser l ic h e n  V e rh a ltn is  des Klanges d e r Worte gegen 
e in a n d e r s e lb s t " ^  I t  i s  im p o s s ib le  th e n  to  a sk  w he the r a medium
is  "p ro b a b le " ,  as i s  a t  once c le a r  i f  we p u t th e  q u e s tio n  i n
re s p e c t o f any o th e r medium th a n  language .
Uber d ie  Gcmbd-ie ( Werke. I l l ,  p p . 75, 87; A n t . . pp. 11, 2 3 ) .
C f. V orrede  zu Der Ruhm redige; "D ie je n ig e n  kennen a ls o  d ie  
N atur d e r Poesie b e s s e r, wàftche d ie  Gomodie i n  V e rsen aus dem 
Grunde a n g re ife n ,  dass es a llz u s c h w e r, ja  gar u n rabg lich  sey , 
d ie  d i  a lo g is  che A r t ,  zu red  en, m it  dem 2wange des Sylpenmasses
zu v e rb in d e n , ohne s ie  u n d ia lo g is c h  zu mac h e n ;.............. A u f den
Beweis und a u f d ie  lAdderlegung d ie se s  Grundes kommt entweder 
d ie  Verdammung oder d ie  Los spree hung d e r Combdie i n  Versan an"
(A n t. . pp . 164, 165 ). I n  t h is  re s p e c t ,  i t  i s  in t e r e s t in g  to  
n o te  th a t  S c h le g e l found  i t  d i f f i c u l t  h im s e lf .  I n  a l e t t e r  t o  
Bodmer, 15 A p r i l ,  1747 (S ta n d lin ,  e ^ . c i t . . p . 49 ) he says;
" I c h  f in d e  a l l e z e i t ,  dass m ich  d ie  e rs te  E itz e  d e r E in b ild u n g s -  
k r a f t  zu N a c h la s s ig k e ite n  v e r l e i t e t ,  d ie  ic h  hernach nur m it  v ie  1er 
Muhe ve rb e sse rn  ka n n ."
Uber d ie  Combdie (l/Yerke. I l l ,  p . 87; A n t . . p . 2 3 ) .  C f. to o ,
A n t . , p . 1 6 ;. " A l le  Worte i n  d e r Combdie konnen d ie  g rb s s te  
V fe h rs c h e in lic h k e it  haben, i n  dem d ie  1 /lia h rs c h e in lic h k e it d e r­
se lb e n  n ic h t  i n  ih re m  V e rh a ltn is  u n te r  e in a n d e r s e lb s t ,  sondern 
in  ih r e r  U ebereinstim m ung m i t  dem Gedanken, und in  d e r Vfehr- 
s c h e in l ic h k e i t  d e r D inge , d ie  s ie  ausdrucken s o l le n ,  zu suchen i s t . "
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I t  m ig h t be o b je c te d  t h a t ,  by in s is t in g  th a t  th e  p o e t ’ s medium 
i s  v e rs e , S c h le g e l was undoing th e  good w ork begun by G ottsched 
when he s h if te d  th e  emphasis fro m  mere v e r s i f i c a t io n  t o  th e  c o n te n t 
o f p o e try .  But t h is  would be to  m isunde rs tand  S c h le g e l’ s in t e n t io n .  
I n  h is  d is c u s s io n  o f medium tw o th in g s  p re v e n t him fro m  le a v in g  
h is  f o r c e f u l  and e n t i r e ly  c o n v in c in g  m ain argument to  s tand  or f a l l  
on i t s  own m e r it s ,  and make him  w ish  to  b u ttre s s  i t  up w ith  any 
o th e rs  he can t h in k  o f .  The f i r s t  i s  h is  unmi s take  a b le  lo ve  o f 
ve rse  and a s tro n g  p re fe re n ce  f o r  i t  i n  dram a. The medium o f a 
w ork o f  a r t  can i n  i t s e l f  a f fo r d  p le a su re  o th e r  th a n  th a t  a r is in g  
out o f a p p re c ia t io n  o f th e  w ork as a w ho le . But t h is  n e v e rth e le s s  
rem ains a q u e s tio n  o f in d iv id u a l  ta s te  a nd , as such, does n o t a d m it 
o f a rgum ent. I n  S c h le g e l’ s ca se , how ever, th e  p re fe re n c e  leads 
him to  advocate  ve rse  on grounds n o t s t r i c t l y  in  accordance w ith  
h is  m a in  th e s is .  N ot c o n te n t,  f o r  in s ta n c e ,  w ith  p o in t in g  out 
th a t  ve rse  i s  th e  p o e t ’ s medium, and th e re b y  p ro v id in g  ample 
j u s t i f i c a t i o n  f o r  i t s  use i n  comedy, he goes on to  urge  th a t  i t  is  
an added p e r f e c t io n . !  Unless t h is  be in te r p r e te d  as an a s s e r t io n  
th a t  th e re  i s  an e s s e n t ia l  b e a u ty  i n  ve rse  v ^ ic h ,  i n  h is  o p in io n , 
makes i t  s u p e r io r  to  p ro se , th e  passage in d ic a te s  a lapse  fro m  
h is  o th e rw ise  c le a r  co n ce p tio n  o f medium.
The second th in g  w h ich  tends  t o  lead  S ch le g e l a s t r a y ,  i s  the  
p o le m ic a l n a tu re  o f  h is  th e o r e t ic a l  w r i t in g s .  They a re  des igned  to  
combat th a t  k in d  o f c r i t i c is m  w h ich  condemns works o f  a r t  on grounds 
o f i n s u f f i c ie n t  n a tu ra l is m . I n  the  r e p ly  t o  S traube i n  p a r t i c u la r ,  
S c h le g e l has an axe t o  g r in d ,  and t h is  leads  him  to  p i le  up h is  
argum ents i n  a way w h ich  obscures the  fo r c e  o f h is  a d m ira b le  m ain 
th e s is .  So d e s iro u s  is  he o f  e n su rin g  th a t  comedy i n  ve rse  s h a l l  
n o t be c o m p le te ly  o u s te d , th a t  he i s  led  to  a s s e r t th a t  th e  name 
o f po e t r i g h t l y  be longs o n ly  t o  him  who w r ite s  i n  v e rs e , and to  
demand a n o th e r name f o r  th e  k in d re d  a r t i s t  whose medium is  p ro s e .^  
But t h is  i s  a s s u re d ly  n o t because he w ishes to  upho ld  th e  m e t r ic a l  
a spec t o f p o e try  a t  th e  expense o f th e  c o n te n t.  S c h le g e l would
1 Uber d ie  Combdie (l/fe rke . I l l ,  p . 80; A n t . . p . 1 6 ).
2 The su g g e s tio n  i s ,  hov/ever, made t e n t a t i v e ly .  C f,  'tVerke. I l l ,  
p p . 75, 76; A n t . . pp . 11, 12 and a ls o  p .  121; A n t . . p . 120. 
S c h le g e l would presum ably have l ik e d  some such d is t in c t io n
as poe t and l i t e r a r y  a r t i s t .  I t  i s  in t e r e s t in g  t o  no te  a 
somewhat s im i la r  su g g e s tio n  by Goethe i n  a l e t t e r  t o  S c h i l le r ,  
25 November, 1797; " A llé s  P o e tisch e  s o l l t e  r ty th m is c h  behande It 
werdenZ Das i s t  meine Uberzeugung un d , dass man nach und nach 
e in e  p o e tis ch e  Prosa e in fu h re n  ko n n te , z e ig t  n u r,d a ss  man den 
U n te rsch ie d  zw ischen Prosa und Poesie g a n g lic h  aus den Augen
v e r ie r  A l le  d ra m a tise  hen A rb e ite n  (und v i e l l e i c h t  D ust-
s p ie l  und Farce z u e rs t)  s o l l t e n  rh y th m is c h  s e in ............."
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have been th e  f i r s t  to  deny th a t  th e  essence o f p o e try  l ie s  in  
mere v e r s i f i c a t i o n , !  and he e x p re s s ly  pays t r ib u t e  to  G ottsched 
f o r  h av ing  shewn th a t  th e  beau ty  o f p o e try  i s  t o  be s o u g h t, n o t 
i n  e x te rn a ls ,  b u t i n  th e  th o u g h t .2 The p o in t  he r e a l l y  w ishes 
to  make i s ,  th a t  th e  poet has no need to  j u s t i f y  h im s e lf  i f  he 
choose to  w r ite  comedy i n  v e rs e ; f o r  ve rse  i s  th en  h is  medium in  
th e  same way th a t  p a in t  and canvas a re  th e  medium o f th e  p a in te r .  
The sho rtcom ings o f S c h le g e l’ s essay must n o t be a llo w e d  to  
overshadow i t s  r e a l  s ig n i f ic a n c e ,  h is  a im  i s  n o t so much to  
de fend ve rse  as th e  o n ly  d e s ira b le  medium f o r  comedy, as to  pu t 
medium i n  g e n e ra l beyond the  range o f a t ta c k  on grounds o f 
p r o b a b i l i t y . ^
I n  th e  S ch re ib en  uber d ie  Canbdie i n  Versen S c h le g e l used 
the  word " Iv ia te r ie ”  to  denote medium. The ch o ice  o f th e  word i s  
a s in g u la r ly  happy one, d ra w in g  a t t e n t io n ,  as i t  d oes , to  the  
p la s t ic  n a tu re  o f  th e  a r t i s t ’ s medium, and i t  i s  r e g re t ta b le  th a t  
he sh o u ld  have abandoned i t  la t e r  i n  fa v o u r o f th e  a b s tra c t  and 
le ss  v iv id  word " S u b je c t " .  N e ith e r  te rm  seems to  have been used 
in  t h is  sense by h is  c o n te m p o ra rie s .^  "Moyen" is  th e  word used 
by th e  F rench w r i t e r s  o f th e  Académie to  denote  the  a r t i s t ’ s 
medium, and t h is  G ottsched  rende red  by " M i t t e l " .  " M a te r ie l  in  
th is  p e r io d  u s u a l ly  s ig n i f ie s  c o n te n t o r s u b je c t m a tte r ;  i t  appears
1 C f. l e t t e r  to  Bodmer, 15 A p r i l ,  1747 (S ta n d lin ,  e d . c i t . .  p . 5 l ) ; 
"Vfes d ie  Reime b e t r i f t ,  so i s t  n iem and, w e lch e r me h r wunschte
a Is  ic h ,  dass man das l/fesen e ines  Verses n ic h t  i n  diesem  Klange 
su ch te * G le ich w o h l f in d e  ic h ,  dass ic h  noch immer Ursache habe, 
das je n ig e  davon zu g la u b e n , was ic h  i n  m e ine r Abhand lung  f u r  
d ie  ge re im te  Combdie davon gesagt h a b e ."
2 Uber d ie  Ccmbdie ( Werke. I l l ,  p . 86; A n t . . p . 2 2 ) .
3 The c o n te n t io n  o f  W o lff  (e h . c i t . . p .  35) th a t  th e  essay i s  a 
de fence  o f p o e try  i n  g e n e ra l d is re g a rd s  th e  f a c t  th a t  S traube 
was n o t a t ta c k in g  p o e try  -  a p u p i l  o f G ottsched w ould  be un­
l i k e l y  to  do th a t  -  b u t ve rse  as a medium fo r  comedy. S c h le g e l 
uses th e  argum ent th a t  te c h n ic a l  d i f f i c u l t i e s  o f sca n s io n  and 
rhyme a re  d i f f i c u l t i e s  o f p o e try  i n  g e n e ra l,  o n ly  to  la y  bare  
th e  weak p o in ts  o f  h is  opponen t’ s case . S c h le g e l’ s essay is  
n o t a defence o f  p o e try ,  b u t a c o n t r ib u t io n  to  a b e t te r  under­
s ta n d in g  o f p o e try .
4 For a s im i la r  use o f th e  te rm  "M a te r ie "  by M endelssohn, see 
b e lo w , p . 182,.
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i n  t h is  sense, f o r  in s ta n c e , i n  B r e i t in g e r ’ s C r i t is c h e  D ic h tk u n s t.  
Whether th a t  v is io n  o f th e  a r t i s t ,  h a n d lin g  and shap ing  a p la s t ic  
su b s ta n ce , v h ic h  th e  word " Iv ia te r ie "  im m e d ia te ly  c a l ls  u p , s t im u la te d  
i n  S c h le g e l f r u i t f u l  and su g g e s tive  t r a in s  o f th o u g h t, must 
rem a in  a m a tte r  f o r  c o n je c tu re . But t h a t  he has a s u r p r is in g ly  
c le a r  u n d e rs ta n d in g  o f medium is  c e r ta in  and, u n l ik e  G o ttsched , he 
i s  a b le  t o  a v o id  c o n fu s in g  th e  medium o f im i t a t io n  w ith  the  manner 
o f  i t . !  Because o f t h i s ,  he is  aware th a t  th e re  a re  l im i t s  beyond 
w h ich  th e  c r i t e r i a  o f  o rd in a ry  p r o b a b i l i t y  may n o t be a p p lie d .
The a r t i s t  i s  bound by h is  medium to  a v e ry  g re a t e x te n t ,  
and he cannot be blamed f o r  n o t im i t a t in g  r e a l i t y  more c lo s e ly  
th a n  h is  medium w i l l  a l lo w .  Some media a d m it o f c lo s e r  s im i l a r i t y  
th a n  o th e rs , f o r  th e y  may possess many o f  the  q u a l i t ie s  o f th e  
o r ig in a l ,  o r fe w . But im i t a t io n  o f one and the  same o r ig in a l  
can be as p e r fe c t  i n  a medium w h ich  does n o t ad m it o f g re a t 
s i m i l a r i t y ,  as i n  one th a t  does . Nor i s  an a r t i s t  bound to  choose 
a medium w hich  a dm its  o f  th e  g re a te s t p o s s ib le  s im i l a r i t y  w ith  
th e  o r ig in a l  w h ic h  he has d ec ide d  to  im i t a t e .  He i s  a b s o lu te ly  
f r e e  to  choose w h ichever medium he w i s h e s I n  th e  a r t  o f  p a in t in g ,  
f o r  in s ta n c e , a p ic tu re  a c tu a l ly  comes n e a re s t to  th e  o r ig in a l  
when c o lo u r  i s  in c lu d e d  as w e l l  as th e  s im i l a r i t ie s  o f fo rm , l i g h t  
and shade. But w he the r t o  g iv e  t h is  maximum amount o f l ik e n e s s  
is  f o r  th e  a r t i s t  to  decides "S e lb s t u n te r  d ie se n  se tze n  s ic h  
e in ig e  v o r ,  d ie  B i ld e r  m it  eben den Parben d a r z u s te l le n ,  d a rin n e n  
man d ie  Sachen s e lb s t  e r b l ic k e t ;  andre begnugen s ic h  n u r L ie h t 
und S ch a tte n  zu beze i chnen. Und man kann darum n ic h t  sag en, dass 
e in e r  von ih n e n  u n re c h t h a n d le ." ^  S c h le g e l p o in ts  o u t th a t  th e  
c h o ice  o f medium w i l l  depend on th e  a r t i s t ’ s t a le n t  and in c l in a t io n .  
He n e v e rth e le s s  r e a l is e s  th e  u n s u i t a b i l i t y  o f c e r ta in  s u b je c ts  
f o r  c e r ta in  m ed ia , and p ro te s ts  a g a in s t a tte m p ts  to  re p re s e n t 
v is u a l  images i n  m us ic .'*
W ith o u t e n te r in g  i n t o  a g e n e ra l argum ent on th e  th o rn y  
q u e s t io n  o f o p e ra , S c h le g e l c la im s  f o r  th e  composer th e  r i g h t  t o  
l e t  h is  heroes s in g .5 The p a r a l le l  between opera and comedy in  
ve rse  is  drawn in  the  p re fa c e  to  the  t r a n s la t io n  o f Desto u c h e s ’
1 See above, p . 24
2 C f.  Nfichahmung (Werke. I l l ,  pp . 121 -  126; A n t . . pp . 119 -  1 2 5 ). 
C f.  a ls o  Uber d ie  Combdie ( Werke. I l l ,  p . 75; A n t , .p . l l ) .
3 Uber d ie  Combdie ( Werke. I l l ,  p . 74; A n t . . p . lO ) .
4 Nachahmung (W erke. I l l ,  pp . 119, 120 & 124, 125; A o i . ,  pp. 118, 
119 & 123, 1 2 4 ).
5 I b i d . . p . 125; A n t . . p . 124.
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Le G lo r ie u x , where S c h le g e l r e i t e r a te s  the  p r in c ip le  th & t a 
medium, in  i t s e l f ,  is  n e ith e r  p robab le  n o r im p ro b a b le , and 
makes i t  u n m is ta ke a b ly  c le a r  th a t  i t  was never m e re ly  ve rse  
he was d e fe n d in g  b u t the  i n v i o l a b i l i t y  o f any medium. Once 
th e  " p r o b a b i l i t y "  o f t h is  i s  q u e s tio n e d , he sa ys , i t  i s  b u t a 
s te p  to  th e  condem nation o f a l l  th e  a r t s . !
S c h le g e l n o tic e d  o th e r  d if fe re n c e s  between a r t  and r e a l i t y  
a p a r t from  th a t  o f medium. In  o rde r to  r e fu te  S traube *s  a rgum en t, 
he l i s t s  o th e r  th in g s  i n  drama w h ich , judged by e x te rn a l s ta n d a rd s , 
a re  as im prob ab le  as th e  use o f v e rs e : " 1 s t  es n ic h t  zum Exempel 
eben so u n w a h rs c h e in lic h , dass e ine  e in z ig e  H and lung, ohne d u rch  
andere H andlungen, welche im  gemeinen Leben so o f t  unsere 
GeschKfte u n te rb re c h e n , g e s tb r t  zu w erden, an einem e in z ig e n  Qrte 
g e s c h ie h t; dass a l le  Personen zu eben d e r Z e it  und nach eben den 
W orten , da w ir  s ie  haben wo l ie n ,  a u f t r e te n ,  welches a l lé s ,  wenn 
w ir  von de r a u s s e r lic h e n  M b g lic h k e it  re den  w o lle n , ganz und gar 
unm bg lich  i s t . 2 And he demands w hether i t  is  n o t u n l ik e ly  th a t  
a l l  c h a ra c te rs  o f w hatever c la s s ,  shou ld  speak w ith  an equa l 
degree o f c o r re c tn e s s , as i n  many dramas th e y  d o .
1 V orrede zu Der Ruhmredige (A n t. . pp . 163, 1 6 4 ).
2 Von d e r Combdie (I’fe rk e . I l l ,  p . 75; A n t . . p . l l ) . I t  i s  
s u rp r is in g  th a t  A n to n ie w ic z , w ith  h is  in t im a te  knowledge o f 
S c h le g e l’ s t h e o r e t ic a l  w r i t in g s ,  shou ld  in t e r p r e t  t h is  passage 
i n  a way so c o m p le te ly  a l ie n  to  th e  g e n e ra l tre n d  o f S c h le g e l’ s 
th o u g h t; e .g .  (p . X l)  : " So e r k la r t  S c h le g e l g le ic h  i n  seinem
e rs te n  A u f s a tz e ............ d ie  E in h e it  des Qrtes a ls  etwas Z u fa l l ig e s
und N e b e n sa ch lich es , "  and (p . C L X X Il) ; "Vfes se in e  A n s ic h to n  
von de r E in h e it  des Q rtes und der Z e i t  a n b e t r i f f t ,  so h a t e r
ja  b e re i ts  im  S chre iben  uber d ie  Combdie i n  Versen d ie  e rs te re  
a ls  e in e n  V e rs to ss  gegen d ie  W b h rs c h e in lic h k e it  b e z e ic h n e t."
But no te  S c h le g e l’ s s ig n i f i c a n t  q u a l i f i c a t io n  above: "wenn w ir  
von d e r a u s s e r lic h e n  M b g lic h k e it  reden  w o lle n . "  U n ity  o f  p la ce  
is  o n ly  im p robab le  i f  we choose to  t h in k  i n  te rm s o f e x te rn a l  
p r o b a b i l i t y .  I t  confuses th e  whole argument to  assume t h a t ,  
i n  an essay i n  w h ich  he defends the  p o e t ic  fo rm  o f drama a g a in s t 
a ccu sa tio n s  o f im p r o b a b i l i t y ,  he sh ou ld  make a sudden v o lte - fa c e  
and a t ta c k  o th e r asp ec ts  o f fo rm  on grounds w h ich  he had shevjn 
shou ld  n o t be a p p lie d  t o  a r t .  N e ith e r  here no r e lsew here does 
S c h le g e l r e je c t  u n i t y  o f  p la ce  on grounds o f im p r o b a b i l i t y ,  and 
A n to n ie w ic z , l i k e  many o th e rs ,  i s  led  a s tra y  i n  h is  in t e r p r e ta t io n  
o f S c h le g e l’ s a e s th e t ic s  by h is  d e te rm in a t io n  to  prove him a 
p io n e e r i n  th e  d ra m a tic  f i e l d .
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Some o f th e  th in g s  m entioned -  u n it y  o f  p la c e , f o r  in s ta n c e  -  
a re  co n ve n tio n s  o f one p a r t ic u la r  fo rm  o f dram a. But when S ch là g e l 
speaks o f c h a ra c te rs  a r r iv in g  on th e  stage a t  e x a c t ly  th e  r ig h t  
moment, and sa y in g  ju s t  the  a p p ro p r ia te  t h in g ,  he is  r e fe r r in g  to  
a c o n v e n tio n  o f a l l  drama, one in h e re n t i n  th e  fo rm  o f i t .  He is  
to u c h in g  on th a t  c o n t r o l  w h ich  the  d ra m a t is t  assumes over persons 
and e v e n ts , and w h ich  he must assume, i f  he i s  to  im p a rt to  h is  
work a s ig n if ic a n c e  n o t a p p a re n t i n  th e  persons and even ts  o f 
r e a l i t y .  Th is c o n t r o l  p e rm its  th e  d ra m a t is t  to  e lim in a te  e ve ry ­
th in g  i r r e le v a n t ,  to  s e le c t .  I n  th e  essay on comedy i n  ve rse  
S c h le g e l observed th e  way i n  w h ich  medium sometimes opera tes  i n  a 
s e le c t iv e  m anner. The medium o f th e  s c u lp to r  e lim in a te s  a l l  
a spec ts  o f the  o r ig in a l  excep t th e  s h a p e .! I n  the  Abhandlung von 
der Nachahmung he takes  a passage from  G un th e r, and shews how th e  
poe t s e le c ts ,  le a v in g  out a l l  t h a t  is  n o t re le v a n t  to  h is  purpose 
But i t  i s  i n  dram a, th a t  t h is  s e le c t i v i t y  s t r ik e s  h im  p a r t i c u la r ly .  
Drama, he sa y s , : "s o n d e r t e in e  Sache von den Nebenumstanden a b , m it  
denen das O r ig in a l v e rm is c h t i s t . "3  Th is s e le c t io n  th row s in t o  
r e l i e f ,  h e ig h te n s  and in t e n s i f ie s  ; "Es (th e  th e a tre )  i s t  w ie  e ine  
S c h iId e re y , oder e in  H is s , d e r manchmal uns B e g r if fe  von den 
D ingen mac h t , d ie  w ir  n ic h t  gesehen haben, und manchmal uns d ie  
D inge i n  g ro s s e re r D e u t l io h k e it  z e ig t ,  a ls  w ir  s ie  i n  der N atu r 
e rb l ic k e n  konnen ."3  C h a ra c te rs , e s p e c ia l ly ,  a re ,  i n  r e a l i t y ,  
o fte n  obscured by many th in g s .  I n  drama, however, th e  p oe t has 
s i f t e d  the  s ig n i f i c a n t  fro m  th e  less  s i g i n i f i c a n t ,  and th u s  
focu sse d  a l i g h t  upon the  c h a ra c te r  w h ich  re v e a ls  th e  t r u e  n a tu re  
o f i t . 4 O fte n , to o ,  he exaggera tes to  a ch ie ve  h is  pu rpose : "So 
o f t  w ir  e in e n  g e iz ig e n ,  e in e n  H e u ch le r, e in e  Y d e de rsp reche rin n  
ab sc h i Id e m ; so o f t  p fle g e n  w ir  g le ichsam  e in e n  Her ku le s  zu b i ld e n ,  
in  w elchen w ir ,  w ie  d ie  G riechen  diesem d ie  Thaten a l l e r  HeIden 
b e y le g te n , d ie  Thaten a l l e r  G e iz ig e n , a l l e r  H e u c h le r, a l l e r  
V y iedersprecherinnen  zusammenbringen. " ^ S ch le g e l d o u b tle s s  had in
1 Uber d ie  Combdie (Werke, I I I ,  p . 79; A n t . . p . 1 5 ).
2 Nachahmung ( Werke. I l l ,  pp . 117, 118; A n t . , pp . 116, 117)
3 Gedanken (W erke. I l l ,  p . 272; Ant;. , p . 2 0 3 ).
4 I b i d . .  C f. to o  p . 290; A n t . ,  p . 219.
5 U f la h n lic h k e it  (te rfe e . I I I ,  p . 173; A n t . , p p . 101, 102).
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m ind , when he w ro te  t h i s ,  the  t y p ic a l  c h a ra c te r  o f F rench c la s s ic a l  
comedy; b u t th e  rem ark w hich  fo l lo w s  th e  above -  "n ie m a ls  h a t d ie  
N a tu r weder d ie  F e h le r noch d ie  Tugenden d e r Menschen so vollkommen 
h e rv orgeb raeh t , a ls  d ie  Nachahmung" -  i s  n e v e rth e le s s  tru e  o f 
e ve ry  k in d  o f d ra m a tic  c h a ra c te r .
I t  i s  u n fo r tu n a te  t h a t ,  i n  p ro te s t in g  a g a in s t a t ta c k s  on th e  
necessary e x a g g e ra tio n  o f c h a ra c te r ,  S ch le g e l shou ld  have a llo w ed  
h im s e lf  a t  one p o in t  to  d e p a rt fro m  the s t r i c t l y  a e s th e t ic  
p o s i t io n  he had h i t h e r t o  o ccu p ie d . # t h  th e  comment:"man kann e in  
z ie m lic h e s  Z u trauen  zu de r Grosse d e r m ensch lichen  T h o rh e it 
haben" he goes t o  th e  sphere o f p r a c t ic a l  r e a l i t y  f o r  th e  arguments 
to  de fend som eth ing  w h ich  i s  o f th e  v e ry  essence o f dram a. Ainost 
im m e d ia te ly , how ever, he re c o v e rs  th e  a e s th e t ic  p o in t  o f  v ie w  by 
p o in t in g  ou t th a t  the  co n ce n tra te d  a c t io n  o f  drama n e c e s s a r i ly  
re v e a ls  c h a ra c te r  i n  a way th a t  th e  d e s u lto ry  events o f  r e a l i t y  
do n o t . !  Th is  lapse  n e v e rth e le s s  shews t h a t  S c h le g e l’ s p e rc e p tio n  
and ta s te  a re  i n  advance o f h is  th o u g h t.
T h is  i s  p a r t i c u la r ly  n o t ic e a b le  i n  h is  a tte m p t to  accoun t 
f o r  th e  way i n  w h ich  the  c h a ra c te rs  o f tra g e d y  behave vdien under 
s tre s s  o f e m o tio n . They f r e q u e n t ly  la c k  th e  b r e v i t y  w h ich  
p r o b a b i l i t y  and n a tu ra lis m  m ig h t demand. An a r t i c le  by N y liu s  
on th e  p lace  o f m etaphor i n  tra g e d y  shews c le a r ly  enough the  
k in d  o f  c r i t i c is m  w h ich  S c h le g e l f e l t  bound t o  r e f u t e .2  A poe t 
must im ita te  n a tu re ,  says % l iu s  ; "  d ie  N a tu r nenne ic h  h ie r  
a i le s  d a s je n ig e , was in  d e r W e lt i s t  und o rd e n t l ic h e r  Weise 
d a rin n e n  vorzugehen p f le g t . " ^  S im ile s  and th e  l i k e  i n  tra g e d y
1 Gedanken (W erke. I l l ,  p . 290; A n t . , p . 2 1 9 ).
2 C h r is t lo b  M y l iu s , C r it is c h e  Uptersuchung,. cb und. i n  m e- fe r n  
d ie  G le ic h n is s e  i n  den T ra u e rs p ie le n  s t a t t  f in d e n  ( C. B. . 1743, 
p p . 394 f f . ) .  I t  i s  p ro ba b le  th a t  S c h le g e l’ s d e s ire  to  r e fu te  
g e n e ra l c r i t i c i s m  o f t h i s  k in d  was s tre n g th e n e d  by m o tives  o f 
a p e rso n a l n a tu re .  G o ttsched  had c r i t i c is e d  h is  Herrmann f o r  
i t s  O rakeIn and S itte n s o ru c h e  (V o rre d e . Schaubuhne. V ) .
3 Op. ^ . ,  p p . 396, 397 and 419 , 4 2 0 .
85.
a re , however, n o t co m p a tib le  w ith  t h i s .  "M ich  d U n c k t,"  M y liu s  
c o n tin u e s , " d ie  D ic h te r ,  welchen es urn d ie  Nachahmung d e r N a tu r 
zu th u n  i s t ,  s in d  a l le  h ie r in n  e in s t im m ig , dass s ic h  da d ie  
S ta rke  des Vidtzes n ic h t  ze igen  kann, wo h e f t ig e  Gemuths- 
bewegungen re d e n ,"  and he conc ludes : "H ie rau s  e r h e l le t  denn, 
dass man, um den le t z te n  Zweck de r P o e s ie , n a m lic h  d ie  
A e h n lic h k e it  m it  d e r N a tu r ,  a ls  den Grund des wahren Vergnugens 
in  d e r P o e s ie , zu e r re io h e n , manehen p o e tis ch e n  Z ie r r a th  
weglassen m uss." 1
S c h le g e l was f a r  fro m  a d v o c a tin g  th e  in t r o d u c t io n  o f f ig u r e s  
o f  speech f o r  t h e i r  own sake . I n  th e  essay Von de r WUrde und 
Maie 8t a t  des Ausdrucks im  T ra u e rs o ie le . he a n t ic ip a te s  c r i t i c is m  
o f th is  k in d  and answers i t  as fo l lo w s :  "E in  Gedanke mag so 
schbn seyn , a ls  e r w i l l ;  so i s t  e r  w id e r d ie  MajestêCt des 
T ra u e rs p ie le s , so b a ld  e r an einem Q rte s te h e t ,  wo e r  d e n je n ig e n  
Endzweck, von welchem d ie  Prage i s t ,  n ic h t  b e fb rd e rn  h i l f t . " ^
On the  o th e r hand, he fe e ls  th a t  th e  s tanda rds  o f a c t u a l i t y  a re  
n o t the  ones to  a p p ly .  The re a c t io n s  o f  o rd in a ry  people under 
s tre s s  o f g re a t e m o tio n , th e  rep e a te d  e x c la m a tio n , th e  stammered, 
b ro ken  phrase and n o th in g  m ore , a re  u n th in k a b le  f o r  tra g e d y , 
e xce p t in  extrem e cases when the  u n d e rs ta n d in g  i s  stunned or 
e xh a u s te d .3 The g re a t works o f the  Greeks and o f Racine are  
p ro o f  enough f o r  him th a t  he is  r i g h t :  " Wer h a t z .E . Jemals 
e in e n  g ro ssen H e rrn  b e s ta n d ig  a u f d ie  A r t  reden h b re n , wie e in  
Kbnig Oder Held i n  dem T ra u e rs p ie ls  s p r ic h t .  Wo 11te  man d e s- 
wegen sagen, dass Racine u n n a tU r lic h  w are , wenn e r ke in e  P e rio d s  
s a g t ,  d a r in n e n  n ic h t  e in  schbner Gedanken s te c k t? "^  He i s  
conv inced  th a t  n o b le  speeches and an in t e l l e c t u a l  aw areness, even 
a t  th e  h e ig h t o f  p a s s io n , a re  d e s ira b le  f o r  tra g e d y . But he i s  
hard  p u t to  i t  t o  e x p la in  why. He f a l l s  back on n o n -a e s th e t ic  
re a s o n in g , and argues on th e  same p la ne  as M y liu s ,  o n ly  i n  th e  
re v e rs e  d i r e c t io n ,  u rg in g  th a t  i t  i s  fa ls e  to  assume th a t  s tro n g  
em o tion  i n h ib i t s  th o u g h t; i t  m e re ly  re n d e rs  us o b liv io u s  o f is su e s  
unconnected w ith  th e  em otion  and i t s  ca u ses .^  He p o in ts  out
1 Op. c i t . .  pp . 396, 397 and 419 , 4 2 0 .
2 Wurde und M a ie s ta t (W erke. I l l ,  p . 237; A n t . . p . 1 88 ).
3 I b i d . .  p . 236; A n t . ,  p p . 186, 187.
4 Nachahmung (Werke. I l l ,  p .  146; A n t . . p . 1 4 5 ).
5 WUrde und Males t a t  ( W erke. I l l ,  pp . 235, 236; A n t . . p . 1 8 6 ).
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t h a t  the
"A h! n ’a i - j e  eu de l ’ amour que pour t ’ a s s a s s in e r i " 
o f  R a c in e ’ s A ta l id e  when she hears o f th e  d e a th  o f B a ja z e t, i s  
more f o r c e f u l  th a n  any number o f O i, AchZ or s im i la r  e ja c u la t io n s . !  
Frcm h is  e xp e rie n ce  o f tra g e d y , S c h le g e l had n o ted  th a t  t r a g ic  
c h a ra c te rs  possess a much g re a te r  awareness o f t h e i r  own em otions 
th a n  o rd in a ry  men. From th is  he reasoned , n o t th a t  t h is  g re a te r  
awareness i s  a fe a tu re  o f th e  a r t - fo r m ,  tra g e d y , b u t th a t  i t  i s  
c h a r a c te r is t ic  o f a noble  and w e l l - t r a in e d  m in d ;2  th a t  i s ,  o f  
som ething th a t  e x is ts  i n  th e  w o rld  o f a c t u a l i t y  o r ,  a t  le a s t ,  th a t  
i s  p o p u la r ly  im ag ined t o  exist.3 He th u s  d e p a rts  from  h is  c le a r  
p e rc e p tio n  th a t  a r t  i s  n o t n a tu re  and does n o t p re tend  to  b e . But 
i t  is  n o te w o rth y  th a t  he i s  a t  le a s t  aware o f a p rob lem . He is  
c le a r ly  concerned w ith  th a t  he igh tened  con sc io u sn ess , th a t  more 
th a n  no rm a l awareness, th e  s e lf - e x p la n a to ry  tendency o f th e  
c h a ra c te rs  i n  tra g e d y . And a lth o u g h  he f a i l s  i n  h is  a tte m p t to  
accoun t f o r  i t ,  h is  f e e l in g  i s  r i g h t .  F o r , in s te a d  o f r e je c t in g  
t h is  fe a tu re  o f tra g e d y  on grounds o f in co m p le te  n a tu ra lis m , he 
does h is  b e s t t o  defend i t .
I n  g e n e ra l,  a p a r t fro m  these  tw o e x c e p tio n s , we may say th a t  
S ch le g e l i s  u n w i l l in g  to  a p p ly  c r i t e r i a  o f p r o b a b i l i t y  t o  fo rm .
T h is  does n o t im p ly ,  as one m ig h t e x p e c t, th a t  he had an u n u s u a lly  
n a rro w  v ie w  o f fo rm , th a t  he re fu s e d  to  accep t any b u t the  m ost 
o rthodox  k in d  o f drama. H is a t t i t u d e  tow ards fo rm  i s ,  from  the  
f i r s t ,  more e la s t ic  th a n  th a t  o f G o ttsch ed , d e s p ite  th e  f a c t  th a t  
th e  k in d  o f c r i t i c is m  used by th e  l a t t e r  w ou ld , i f  pursued t o  i t s  
lo g ic a l  c o n c lu s io n s , d e s tro y  fo rm  a l to g e th e r .  As e a r ly  as th e  
Shakespeare essay (1 7 4 0 ), S ch le g e l i s  a b le  to  p e n e tra te  what was 
to  him  an u n fa m il ia r  and unorthodox fo rm , and t o  a p p re c ia te  d ra m a tic  
v i t a l i t y . ^  And, w ith  in c re a s in g  knowledge o f E n g lis h  drama, he 
f i n a l l y  comes to  acce p t th e  most w id e ly  d i f f e r i n g  fo rm s . N or.does 
h is  de fence o f c e r ta in  co n ven tio n s  im p ly  a b l in d  acceptance o f a l l  
c o n v e n tio n s . I t  i s  o f te n  necessary to  subm it c e r ta in  con ven tio n s
1 VVurde und M a.ies ta t ( W erke. I l l ,  p p . 235, 23 6; A n t . . p . 1 8 6 ).
2 I b i d . . p .  219; A n t . . p . 171.
3 Nachabmunae (.Werke. I l l ,  p .  14 6; A n t . . p . 145 ).
4 C f. e s p e c ia l ly  th e  end o f th a t  essay ( Werke. I l l ,  p . 64; A n t . ,
p . 9 5 ).
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t o  c r i t i c a l  e x a m in a tio n , and to  r e je c t  them when th e y  a re  ou tw orn . 
As we s h a l l  see, S ch le g e l does n o t f a i l  t o  do t h i s .  But i t  i s  
a ls o  t r u e  th a t  in d is c r im in a te  c r i t i c is m  can make even th e  most 
sub lim e  a r t  appear r id ic u lo u s ;  and i n  m a tte rs  o f fo rm , he i s  n o t 
c o n te n t t o  j o in  those  c r i t i c s  who ir r e s p o n s ib ly  band ied  th e  
catchw ords "N a tu r l i c h k e i t "  and "W fe th rsch e in lich ke it"  •
Th is i s  p a r t i c u la r ly  c le a r  when he d e a ls  w ith  th e  e x c lu s io n  
o f th e  comic fro m  tra g e d y . I n  th e  co n p a riso n  o f Shakespeare and 
Gr y  p h i us he says ; "Es kann seyn , dass v e rs  c h i edenes d a rin n e n  
ganz n a tu r l ic h  i s t ,  abe r e in  P o e t, d e r T ra u e rs p ie le  s c h r e ib t ,  
t h u t  e s , um in  s e in e n  Zuschauern ed le  Regungen und Le idens cha f te n ,  
v e r m i t t e ls t  d e r Nachahmung zu erwecken; und a l lé s ,  was d ieses  
h in d e r t ,  i s t  e in  F e h le r ,  es mag gu t nachgeahmet seyn , a ls  es 
w i l l . ^  !  I t  m ust be remembered th a t  S c h le g e l’ s v ie w  o f th e  e f fe c t  
o f tra g e d y  was c o n d it io n e d  by the  works he knew b e s t .  I n  th e  
t ra g e d ie s  o f th e  G reeks, o f  C o rn e i l le  and R ac ine , th e  e f fe c t  i s  
a cu m u la tive  one, n o t one th a t  i s  he igh tened  by c o n t r a s t .  Th is 
e f f e c t  th e n , w h ich , i n  h is  v ie w , i s  th e  a im  o f tra g e d y , de te rm ines  
th e  fo rm , w ith  i t s  e x c lu s io n  o f a n y th in g  w h ich  m i l i t a t e s  a g a in s t 
th e  t o t a l  im p re s s io n . Such a v ie w  a d m it te d ly  narrows the  f i e l d  
o f tra g e d y ; b u t i t  i s  n o t in  i t s e l f  w ith o u t a e s th e t ic  v a l i d i t y .
I t  i s  a t  le a s t  a more reason ab le  v ie w  th a n  th a t  w h ic h , in  o rd e r 
t o  e xc lu d e  th e  com ic fro m  tra g e d y , m e re ly  appeals to  t r a d i t i o n .  
F o r , to  defend a fo rm , n o t f o r  i t s  own sa ke , b u t f o r  th e  sake o f 
th e  e f f e c t  i t  p rodu ces , means t h a t ,  as he expe rie n ces  th e  e f fe c t  
o f o th e r  k ind s  o f tra g e d y , he i s  open to  m o d ify  h is  v iew s about 
th e  fo rm . I t  i s  o n ly  the  fo rm s o f a r t  th a t  S ch le g e l w ishes to  
sa feguard  fro m  th o se  who clam our f o r  " p r o b a b i l i t y " .  As re gards  
c h a ra c te rs ,  e m o tio n s , a c t io n ,  he i s ,  as we s h a l l  see l a t e r ,  
in s is t e n t  in  h is  demand f o r  p r o b a b i l i t y  and n a tu ra ln e s s . And 
a lth o u g h  he does n o t a llo w  q u e s tio n s  o f t h is  k in d  to  be asked 
i n  re s p e c t o f ve rse  as a medi um « y e t as re g a rd s  the  meaning o f 
th e  words w ith in  th e  ve rse  and t h e i r  r e la t io n  to  each o th e r ,  
such q u e s tio n s  have eve ry  r i g h t  to  be a ske d . Meaning and n a tu r a l  
o rd e r must never y ie ld  p la ce  t o  mere p lea sa n tness  o f sound. 
S c h le g e l i s  uncom prom ising abou t t h i s . ^  He adm its  th a t  i t  
in v o lv e s  much p o lis h in g  and tr im m in g , b u t ,  as a r e s u l t ,  "unsere
1 Shakes pear und Grvoh (W erke. I l l ,  p . 60; A r \ t . .  pp . 92, 9 3 ).
2 C f.  e s p e c ia l ly  Ub^r d ie  Combdie (W erke. I l l ,  pp . 80, 81 and 
87 -  90; A n t . . pp. 16, 17 and 23 -  2 6 ) .
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Gedanken werden a u s g e p u tz te r und unser A u sd ruck , wo es e r fo r d e r t  
w ir d ,  z ie r l i c h e r  und le b h a f te r . "  ^Vhile th e  work o f a r t  i s ,  i n  
f a c t ,  u n l ik e  n a tu re  by v i r t u e  o f i t s  d i f f e r e n t  medium, i t s  e f f e c t  
may be s tro n g e r  th a n  th a t  o f n a tu re  i t s e l f ;  f o r ,  " a l le  E in fa l le  
bekcmmen, wenn m it  d e r n a tu r  l ic h e n  A r t ig k e i t  d e rs e lb e n  noch d ie  
Harmonie des Sylbenmasses v e rk n ü p ft  i s t ,  e in e n  besse rn  Nachdruck 
und e ine  v i e l  e m p fin d lic h e re  A n n e h m lic h k e it."
I t  i s  th u s  by no means a lways th e  d if fe re n c e  between a r t  
and r e a l i t y  w h ich  S c h le g e l s tre s s e s . A f te r  a l l ,  the  b a s is  o f 
a r t ,  f o r  h im , i s  the  im i t a t io n  o f  n a tu re ; he m o d if ie s  the  scope 
o f i t  b u t neve r r e je c ts  th e  p r in c ip le .  I n  the  Abhand lu n  g von 
de r Nachahmung he u rg e s , th e re fo re ,  th a t  th e  b e s t im i t a t io n  
ccanes as ne a r to  the  o r ig in a l  as th e  n a tu re  o f th e  medium w i l l  
a l lo w .  F u rth e rm o re , any c o n fu s io n  or u n c e r ta in ty  on th e  p a r t  
o f th e  re a d e r o r s p e c ta to r  must be a vo id e d ; th e  im i t a t io n  must 
convey " d ie  d e u t l ic h s te n  B e g r if fe  von dem V o rb iId e ." 1  B u t, 
by v in d ic a t in g  the  a r t i s t ’ s freedom  to  choose, n o t o n ly  h is  
s u b je c t and medium, b u t th e  degree o f s im i l a r i t y  w ith  th e  
o r ig in a l ,  he re le a se s  him  from  th e  o b l ig a t io n  to  im ita te  
r e a l i t y  as c lo s e ly  as p o s s ib le .  The im portance  S c h le g e l 
a tta c h e s  to  t h is  freedom  i s  shewn by h is  repea ted  re fe re n c e  to  
i t ;  i n  th e  essay on comedy in  ve rse  tw ic e ; "S ie  mussen m ir  
a ls o  zugeben, dass man bey a l ie n  Nachahmungen d e r -N a tu r  be­
s t  immen kann , a u f welche A r t  und w ie  w e it  man s ie  nachahmen w i l l ;  " 
and on the  n e x t page; "es i s t  genug, wenn ic h  e rw ie se n  habe, dass 
es e r la u b t  se y , wenn man d ie  N a tu r nachahm et, d ie  A r t  und M a te r ie  
zu stim m en, w ie  man s ie  nachahmen w i l l .  "2  And i n  the  Abhand lun g  
vop de r Nachahmung he fo rm u la te s  th e  p r in c ip le  i n  th e  fo l lo w in g  
way; "A ls o  i s t  es auch w i l l k u r l i c h ,  den Grad, sow ohl a ls  das 
S u b je c t d e r Nachahmung und das V o rb i Id  se lb s  te n  zu w a h le n ."^
Thus the  tendency o f  a r t  away fro m  n a tu re , as w e l l  as tow ards i t ,  
i s  r e a l is e d .  And th e  s o le  c r i t e r io n  o f th e  a r t i s t ’ s success i s  
th e  e f f e c t  on th e  r e c ip ie n t .  For th e  a im  o f a r t  i s  n o t com plete 
s im i la r i t y  t o  n a tu re  b u t th e  com m unication o f  p le a s u re , w h ich  i s  
e f fe c te d  i n  th e  h ig h e s t degree when th e  im i t a t io n  i s  p e r fe c t .
Th is p e r fe c t io n  i s  o n ly  ach ieved  when th e  im i t a t io n  n e ith e r  f a i l s  
to  re a c h , no r y e t  exceeds, i t s  p ro pe r degree o f s im i l a r i t y  to  
n a tu re .^
1 Nachahmung (l/fe rke . I l l ,  pp. 125 -  127; A n t . , pp . 124 -  1 2 6 ).
2 Uber d ie  Combdie (W erke. I l l ,  p p . 75, 76; A n t . ,  pp. 11, 1 2 ).
3 Nachahmung ('Vlferke . I l l ,  p . 124; A n t . » p . 1 2 3 ).
4 I b i d .
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P leasure  •
S c h le g e l’ s in s is te n c e  on p le a su re  r a th e r  th a n  m o ra l 
im provem ent as th e  purpose o f a r t  has been c la im ed as one o f 
h is  more im p o r ta n t p o in ts  o f advance over G o ttsch e d .^
Throughout the  e ig h te e n th  c e n tu ry ,  how ever, the  aim  d e le c ta re  
never co m p le te ly  ousts  o ro d e sse . and th e  s o le  d if fe re n c e  
between w r i t e r s  i n  t h is  re s p e c t l ie s  i n  th e  amount o f emphasis 
la id  on th e  one or th e  o th e r .  The reason  i s  v e ry  s im p le .
N e ith e r  l in e  o f  approach b r in g s  us any n e a re r to  a r e a l  under­
s ta n d in g  o f th e  e f f e c t  o f a r t ,  or o f i t s  p la c e  i n  human l i f e ;  
b u t b e l ie f  i n  i t s  m o ra l va lu e  m it ig a te s  somewhat th e  e f fe c t  o f 
the  p u re ly  h e d o n is t ic  v ie w  and thus  fo s te r s  the  id e a  o f the  
n o b i l i t y  o f a r t .
S c h le g e l is  one o f those who i n s i s t  more on p le a s u re  as th e  
purpose o f a r t ,  b u t by no means e x c lu s iv e ly . I n  human l i f e  
g e n e ra lly  he th in k s ,  as one m ig h t e x p e c t, th a t  in s t r u c t io n  is  
more im p o r ta n t th a n  p l e a s u r e T h i s  b e l ie f  a lm os t fo rc e s  some 
k in d  o f compranD.se upon h im ; f o r  p le a su re  has, a t  le a s t  i n  the  
e a r ly  e ig h te e n th  c e n tu ry , th e  in e v i ta b le  a s s o c ia t io n  o f "mere 
p le a s u re " ,  and S c h le g e l’ s v ie w  o f a r t  and i t s  fu n c t io n  i s  an 
e x a lte d  one. He t r i e s  to  meet th e  d i f f i c u l t y  by in c lu d in g  
in s t r u c t io n  as a s u b s id ia ry  purpose o f a r t ,  and by s u g g e s tin g  
th a t  th e  process o f be ing  in s t r u c te d  i n  i t s e l f  g ive s  a h ig h  degree 
o f p le a s u re . T h e re fo re  th e  b e s t k ind s  o f s u b je c ts  a re  those
w h ich  a re  i n s t r u c t i v e .3
N eve rthe le ss  he makes a b o ld  s tand  f o r  p le a su re  as the  c h ie f  
fu n c t io n  o f a r t ,  b a s ing  h is  v ie w s , as he e x p re s s ly  sa y s , on 
e x p e r ie n c e .^  He i s  f u l l y  consc ious th a t  h is  p o s it io n  d i f f e r s  fro m
1 O f. W o lf f ,  e ^ . c i t . .  p . 81. But W o lff  f a i l s  to  n o te  th a t  f o r  
S c h le g e l, as f o r  a l l  h is  c o n te m p o ra rie s , orodesse i s  an 
im p o r ta n t ,  i f  n o t th e  e s s e n t ia l ,  e f f e c t  o f a r t .
2 "Leh ren  i s t  ohne Z w e ife l e in e  v i e l  w ic h t ig e re  Sache a ls  
E rg e tze n " (Gedanken. Werke . I I I . p . 271; A jo^ ., p . 2 0 2 ). C f. 
Nachahmung ( Yferke. I l l ,  pp . 13 6, 13 7; A c t . , pp . 135, 136).
3 Nachahmung ( W erke. I l l ,  p . 158; A ^ t . , p . 1 5 7 ).
4 I b i d . . p . 135; A n t , .p . 134. C f. Uber d ie  Comodie ( Werke., I l l ,  p« 83;
A n t . . p . 1 9 ).
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th a t  o f f i c i a l l y  accepted  i n  L e ip z ig ;  f o r  he says: "ivlan g ie b t 
so n s t zum End z we eke d e r D ic h tk u n s t zv/ey D inge z u g le ic h  an ,
n a m lic h  Vergnügen und U n te r r ic h te n  Wenn w ir  abe r fra g e n ,
w elches von beyden d e r Hauptzweck sey: so mogen d ie  s tro n g s te n  
S m tte n le h re r sauer se hen, w ie  s ie  w o lle n , ic h  muss g e s te hen, 
dass das Vergnügen dem U n te r r ic h te n  v o rg e h e .. . l/Vhatever th e  
r e la t iv e  va lu e  o f p le a su re  and in s t r u c t io n ,  a r t  i n  h is  v ie w  is  
s t i l ï a r t  even i f  i t  does n o t in s t r u c t .  H is  aim  in  th us  
em phasis ing  p le a s u re  i s  tw o fo ld .  On th e  one hand, he wishes 
to  re fu s e  the t i t l e  o f  a r t  to  works v /h ich  have in s t r u c t io n a l  
v a lu e  o n ly ; and, a t  the  same t im e , to  d is t in g u is h  i n  a r t  th a t  
by v i r t u e  o f w h ich  i t  i s  a r t ,  even when i t  a ls o  happens to  be 
in s t r u c t i v e .  On the  o th e r hand, he i s  concerned to  p re ve n t 
a r t  th a t  is  n e ith e r  in s t r u c t iv e  no r m o ra l ly  u p l i f t i n g  fro m  
b e in g  condemned on th a t  a c c o u n t. He c la im s  th a t  " e in  D ic h te r  
der ve rg n ü g t und n ic h t  u n t e r r ic h t e t , a ls  e in  D ic h te r  hoher zu 
8c h a tz en sey , a ls  d e r je n ig e , d e r u n te r r ic h te t  und n ic h t  
v e rg n ü g e t. " !  W ith  the  v/ords " a ls  e in  D ic h te r " ,  he draws 
a t te n t io n  to  th e  n e c e s s ity  o f ju d g in g  p o e try  in  term s o f p o e try ,  
and n o t by the  s tandards  o f any o th e r sphere o f human a c t i v i t y .
And w ith  th e  s ta te m e n t: " Ic h  habe noch niemanden g e h b r t ,  de r 
den Cato m it  se in e n  S itte n s p rü c h e n  f u r  e in e n  bessern  Poeten 
g e h a lte n  h a t te ,  a ls  den C a tu llu s  m it  se in en  le ic h t f e r t ig e n  
E in f a l le n . " !  He r e g is te r s  a p ro te s t  a g a in s t the  k in d  o f 
c r i t i c is m  w hich  G ottsched was wont t o  le v e l  a g a in s t g re a t p o e ts . 
S c h le g e l’ s p o in t  o f v ie w  i s  m ost c le a r ly  re v e a le d  i n  a rem ark 
about drama: "B in  S tü c k , bey welchem noch so v i e l  Kunst v e r -  
schwendet und d ie  Kunst zu e rg e tz e n  ve rgessen  i s t ,  g e h b rt i n  
d ie  S tu d ie rs tu b e  und n ic h t  a u f den S c h a u p la tz . E in  S tü ck  h in -  
gegen, das nur d iesem  Hauptzwecke Genüge t h u t ,  h a t e in  Recht 
auch den v e rn ü n ft ig e n  Leuten b lo ss  aus d ie s e r  Ursache zu g e fa l le n . " 2
But to  a t ta c h  undue im portance  to  S c h le g e l’ s in s is te n c e  on 
p le a s u re  i s  t o  m iss th e  t ru e  s ig n if ic a n c e  o f th e  s tand  he ta k e s .
Such in s is te n c e  i n  i t s e l f  does n o t g r e a t ly  c o n tr ib u te  to  a b e t te r  
u n d e rs ta n d in g  o f th e  fu n c t io n  o f  a r t ;  f o r ,  a lth o u g h  i t  d is t in g u is h e s  
a w ork o f  a r t  fro m  a d id a c t ic  t r e a t is e ,  i t  y e t  f a i l s  to  d is t in g u is h  
i t  fro m  human achievem ents i n  o th e r spheres v/h ich a ls o  g ive  p le a su re
1 Nachahmung (W erke. I l l ,  p . 136; A n t . , p . 13 6 ).
2 Gedanken ( Werke. I l l ,  p . 270; A n t . , p . 2 0 2 ).
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The v a lu e  o f S c h le g e l’ s c la im  i s  th a t  he th e re b y  fre e s  th e  poet 
from  th e  o b l ig a t io n  to  aim  a t  a n y th in g  o th e r th a n  w r i t in g  p o e try , 
and demands th a t ,  i f  h is  work is  to  met i t  th e  name o f p o e try ,  
i t  s h a l l  do som eth ing o th e r th a n  in s t r u c t  or im p ro ve .
W ith  th e  rem ark  : "Es v e rg n ü g t den Ver s tand  des Ivîenschen 
n ic h ts  so sehr a ls  was ih n  le h r e t ,  zumal ohne dass es ih n  zu 
le h ren s c h e in t " , !  S c h le g e l m ig h t seem to  be n o t so f a r  removed 
from  G ottsched*s  c o n c e p tio n  o f p o e try  as a su g a r-co a te d  p i l l .
But th e  e f f e c t  on th e  in d iv id u a l  and on s o c ie ty  w h ich  he 
e n v isa g e s , has l i t t l e  i n  common w ith  th a t  m o ra l u p l i f t  w h ich  
G ottsched hoped to  a ch ie ve  by c o a tin g  a m o ra l p re cep t w ith  the  
sugar o f a "P a b e l" .  Indeed S c h le g e l makes an i r o n i c a l  p ro te s t  
a g a in s t t h is  v e ry  th in g .  A f te r  a d i r e c t  re fe re n c e  to  G o tts c h e d ’ s 
in t e r p r e ta t io n  o f Oedious  ^ he c o n tin u e s : "S o lch e  K u n s tr ic h te r  
w o l l te n  gern  e inen  grossen  T h e i l  schbner S c h a u s p ie le , i n  welchen 
d ie  S i t te n  und L e id e n s c h a fte n  v o r t r e f f l i c h  abgem alt s in d ,  b lo ss  
darum v e rw o rfe n  oder umgegossen haben, w e i l  s ic h  nach ih re m  
Kopfe n ic h t  e ine  gevdsse B a u p tle h re  aus dense lben  z iehen  la s s t ;  
g le ic h  a ls  ob man grosse T h e a te rs tü cke  m it  v ie  1er Kunst deswegen 
v e r f e r t i g t e ,  um e in e  e in z ig e ,  b e kan n te , s e ic h te ,  und o f t  sehr 
unbestim m te S it te n le h re  zu sagen, d ie  man aus d e r Combdie e ines 
S e ilta n z e rs  e b e n fa l ls  h e r le i te n  kann."2  H ere , as e lse w h e re , 
S c h le g e l is  concerned to  defend a g a in s t d e s t r u c t iv e - c r i t i c is m  
a r t  w h ich  he knows to  be g re a t .
But o f th e  b e n e f ic ia l  e f f e c t  o f l i t e r a t u r e  S c h le g e l stood 
in  no d o u b t, even though  he th o u g h t o f i t  as happening in  a v e ry  
d i f f e r e n t  way. The th e a tre  i s  an e s p e c ia lly  s u ita b le  v e h ic le  
o f in s t r u c t io n ;  f o r ,  d e p ic t in g  as i t  does, c h a ra c te rs  and p a s s io n s , 
i t  w idens and deepens our knov/ledge o f human n a tu re . I t  i s  n o te ­
w o rth y  t h a t ,  as f a r  as "p ro d e sse " i s  concerned , S ch le g e l does n o t 
s tre s s  th e  n a rro w ly  m o ra l so much as th e  i n t e l l e c t u a l  and s o c ia l  
a s p e c ts . He p o in ts  ou t th a t  the  va lue  o f t h i s  aspect o f drama has 
to o  o fte n  been ove rlo oked  by c r i t i c s .  The th e a t r e ,  bes ides  be ing  
"e in e  Schule g u te r S i t t e n " ,  m ir ro r s  the  n a t io n ,  i t s  way o f l i f e , 
i t s  p e c u l ia r i t i e s ,  p o lis h e s  w i t  and re f in e s  ta s te .  I t  te a ch e s , 
n o t as a pe dan t, b u t as a man, "d e r d u rch  se in e n  Umgang u n te r ­
r i c h t e t ,  und de r s ic h  h u te t jem a ls  zu erkennen zu geben, dass 
d ieses  se in e  A b s ic h t sey."3 T h is  i s  tru e  n o t o n ly  o f th e  th e a tre
1 Nachahmung (W erke. I l l ,  p . 158; A n t . , p . 1 57 ).
2 Gedanken ( Yferke. I l l ,  p . 271; A n t . , p . 2 0 3 ).
3 I b i d . .  pp. 272 f f ;  A o t . ,  pp . 203 f f .
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b u t o f l i t e r a t u r e  i n  g e n e ra l: "Der Geschmack i n  d e r D ic h tk u n s t
r e in ig e t  den Geschmack im Ifoigange wo man schoner sp rechen ,
g e s i t t e te r  scherzen und von e rn s th a f te n  D ingen le b h a fte r  reden  
l e r n t T h i s  i s  no n a rro w ly  m o ra l or in s t r u c t io n a l  in f lu e n c e ,  
b u t th a t  less  ta n g ib le  changing o f the  te x tu re  o f l i f e  and 
s o c ia l  in te rc o u rs e  by c o n ta c t w ith  th e  w o r ld  o f a r t . ^
S ch le g e l, then, p ro te s ts  a g a in s t th e  r e le g a t io n  o f p o e try  to  
th e  p o s i t io n  o f a s e rv a n t o f m o r a l i t y  and mocks a t  th e  id e a  
th a t  im provem ent i s  b ro u g h t abou t by a s e r ie s  o f  is o la te d  le sso n s , 
each wrapped up i n  a poem, r a th e r  th a n  by th e  cu m u la tive  e f fe c t  
o f c o n ta c t w ith  many and v a r ie d  works o f a r t ;  b u t he has , a l l  
the  same, a h ig h  v ie w  o f the  n o b i l i t y  o f  a r t  and o f th e  f a r -  
re a c h in g  in f lu e n c e  i t  may have. H is in s is te n c e  on p le a su re  as 
i t s  e s s e n t ia l  fu n c t io n  aims a t  d is t in g u is h in g  th e  e f f e c t  a r is in g  
out o f a v/ork o f a r t  as such, fro m  any o th e r in c id e n ta l  e f f e c t s .  
Nowhere does t h is  appear more c le a r ly  th a n  when he makes the  
p e n e tra t in g  o b s e rv a tio n  th a t  th e  purpose o f th e  a r t i s t  i s  o fte n  
v e ry  d i f f e r e n t  from  th e  purpose o f a r t ;  "Der Endzweek des K ü n s tle rs  
und d e r Kunst s ind  b f te r s  sehr von e inander u n te rs c h ie d e n . Der 
Endzweck d e r Kunst p f le g e t  e in e  nothwendige Vdrkung d e rs e lb e n  
zu seyn; der Endzweck des K u n s tle rs  aber kann o ftm a ls  i n  e in e r  
Sache b es tehen , d ie  d e r Kunst ganz z u f a l l i g  i s t ,  und von dem 
K îin s t lë r  m it  demselben v e r  bund en w ir d . " ^
T h is  " in e v i t a b le "  e f fe c t  o f a r t  S c h ie g e l examines more 
c lo s e ly .  He takes i t  f o r  g ra n te d  th a t  th é  e xp e rie n ce  o r ,  as 
he te rm s i t ,  p le a s u re  is  f a m i l ia r  to  a l l  those  who have had
1 Von d e r U n a lin l ic h k e it  (Vferke, I I I ,  p . 167; A n t . . p . 9 6 ) .
2 O f. Gedanken (l/Verke. I l l ,  p . 275; A n t . . p .  2 0 6 ): "ï^an kann 
sagen, dass d ie  F e in ig k e it  ih re s  T hea te rs  und d ie  F e in ig k e it  
i h r e r  S i t te n  m e is te n th e i ls  i n  einem gew issen V e rh a ltn is  m it  
e in a n d e r gestanden haben, und dass es d a m it w ie m it  zweenen 
S te in e n  zugegangen, welche beyde e in a n d e r g la t t  s c h le i fe n . "
3 Nachahmung (\Verke. I l l ,  p . 137; A n t . . p . 13 6 ) .  I t  shou ld  be 
n o te d  th a t  S c h le g e l never suggests th a t  t h i s  a s s o c ia t io n  o f
o th e r purposes w ith  a work o f a r t  i s  i n  any way i l l e g i t im a t e .  
In d e e d , as he la t e r  p o in ts  o u t ,  the  th e a tre  i s  w e l l  s u ite d  
to  se rve  o th e r p u rposes . But i t  is  necessa ry  to  be c le a r  
th a t  i t  i s  under no com puls ion  to  serve any purpose o th e r 
th a n  th a t  o f p re s e n tin g  drama.
93.
c o n ta c t w i th  works o f  a r t ,  and he i s  concerned less  w ith  the  
p s y c h o lo g ic a l s ta te  th a n  w ith  the  v/ay i n  w h ich  i t  a r is e s .  I n  
what way does im i t a t io n  arouse t h is  fe e l in g  o f p leasu re?  How 
can i t  b e s t be ensured th a t  i t  w i l l  a r is e ,  and th a t  th e  
in e v i ta b le  r e s u l t  o f c o n te m p la tio n  w i l l  n o t be in te r fe r e d  w ith ?
This seems to  im p ly  t h a t  S c h le g e l th o u g h t a r t  co u ld  be le a rn e d ; 
and i t  i s  c e r ta in  b o th  from  h is  w r i t in g s  and fro m  the  la b o u r 
he expended on im p ro v in g  and p o lis h in g  h is  own dram as,^ th a t  
he th o u g h t much cou ld  be le a rn e d  as rega rd s  c ra fts m a n s h ip . But 
w hatever can be le a rn e d  comes, he th in k s ,  fro m  expe rience  and 
a r i g h t  u n d e rs ta n d in g  o f th e  n a tu re  o f  a r t  -  a v e ry  d i f f e r e n t  
th in g  fro m  th e  crude a p p l ic a t io n  o f r u le s  advoca ted  by G o ttsched . 
Having a lw ays i n  v ie w  th e  r e a c t io n  o f th e  s p e c ta to r  o r re a d e r ,  
S ch le g e l assumes th a t  th e  d e s ire d  e f f e c t  can b e s t be ach ieved  by 
knowing how th e  p le a s u re  a r is e s :  " I c h  wundre m ich " he sa ys , "w ie  
es Leu te  g ie b t ,  d ie  s ic h  bemUhen, d ieses  Vergniigen h e rv o rz u - 
b r in g e n , und dennoch so s o rg lo s  s in d ,  zu w is s e n , wie es e n ts p r in g t :  
da ih n e n  doch d ie s e  1/Vi s sense h a f t , den 1/Ve g dazu le ic h te r  und 
s ic h r e r  mac hen k o n n te "^
A d m ira t io n  o f th e  a r t i s t * s  s k i l l  i s ,  i n  S ch le g e l*s  v ie w , 
o f o n ly  secondary im po rtance  as a source o f p le a s u re . The 
s p e c i f i c a l ly  a e s th e t ic  p le a su re  i s ,  he th in k s ,  evoked by a 
p e rc e p tio n  o f o rd e r . Order a r is e s  in e v i t a b ly  i n  im i t a t io n  even 
when th e re  i s  no o rd e r i n  the  o r ig in a l  i t s e l f ,  ju s t  because one 
th in g  i s  h e ld  a g a in s t a n o th e r. The source o f p le a su re  i s ,  th e n , 
th e  p e rc e p tio n  o f s im i l a r i t y . ^
Ig n o r in g  f o r  th e  moment th e  t r u t h  or f a l s i t y  o f  t h i s  a n a ly s is ,  
as a ls o  th e  c r i t i c is m  th a t  i t  presupposes a p u rè ly  i n t e l l e c t u a l  
r e a c t io n  t o  a r t ,  l e t  us lo o k  a t  th e  m a tte r  fro m  a n o th e r a n g le .
1 C f . ,  f o r  in s ta n c e , G e l le r t 's  comment: " I n  se ine n  T rago d ie n  
konnte  e r ganze Aufzuge u m a rb e ite n , ohne d a ru b e r zu k la g e n ."  
(G e l le r ts  Sam m tliche S c h r i f t e n . X , L e ip z ig ,  1784, p . 4 1 ) .
2 Nachahmung (l/Verke. I l l ,  p . 151; A n t . ,  p . 1 3 0 ).
3 Na,chahmung (VVerke. I l l ,  p .  130; AüÈ. ,p .  1 2 9 ). C f .^ to o ,
Uber d ie  Gomodie ( W erke. I l l ,  p . 76; An t . ,  p . 1 2 ).
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More th a n  once S ch le g e l assu res  us th a t  w hat he has to  say abou t 
a e s th e t ic  en joym ent can o n ly  be based on e x p e r ie n c e . I t  seems 
th a t  h is  e xp e rie n ce  ta u g h t him  th a t  a r t  g ive s  r is e  to  a s p e c ia l 
k in d  o f s a t is fa c t io n  ju s t  by v i r t u e  o f i t s  be ing  a r t ;  "so  w ird
d u rc h  d ie  b lo sse  Nachahmung sehr v i e l  Vergnugen e n ts te h e n ."^
And t h is  s a t is f a c t io n  a r is in g  fro m  th e  w ork as a whole i s  
d i s t i n c t  from  any in c id e n ta l  p le a su re  w h ich  some one aspect o f  
a w ork  may a ro u s e . As we saw, S c h le g e l d is t in g u is h e d  th e  
in e v i ta b le  e f f e c t  o f a work o f  a r t ,  th e  s a t is fa c t io n  i t  g iv e s , 
fro m  any o th e r e f f e c t s ,  e t h ic a l  or i n s t r u c t i v e ,  w h ich  th e  
a r t i s t  may choose to  a s s o c ia te  w ith  i t .  I n  a s im i la r  way he 
w ishes to  d is t in g u is h  th is  s a t is f a c t io n ,  w h ich  is  th e  e f fe c t  
o f a r t  i n  g e n e ra l,  from  o th e r k inds  o f s a t is fa c t io n  w h ich  may 
be due to  the  s u b je c t (theme) or to  th e  medium o f  ai%r p a r t ic u la r  
w o rk . Hence h is - f r e q u e n t ly  r e i t e r a te d  c la im  th a t  th e  e f fe c t  o f 
a e s th e t ic  c o n te m p la tio n  fo l lo w s  in e v i t a b ly  and i s  o f th e  v e ry  
essence o f a r t .  He speaks o f  the  p le a s u re , "das aus dem Wesen 
e in e r  Sache f l i e s s t ; " 2  and a g a in ; "S ie  (d ie  Nachahmung) b r in g t  
68 n ic h t  z u f a l l i g e r \ “Weise h e rv o r , sondern ih rem  Wesen nach und 
a l l e z e i t  n o th w e n d ig ;"  f i n a l l y :  "D ieses i s t  d a s je n ig e  Vergniigen, 
w elches aus dem Wesen der Nachahmung e n ts te h t .  Ic h  laugne 
d adu rch  n ic h t ,  dass es n ic h t  auch v ie  1er le y  andres Vergniigen 
geben kbnne, das d ie  Nachahmung e rw e cke t. I c h  w i l l  aber i t z t
nu r von dem jen igen Vergniigen re d e n  welches a i i e i n  nothw endig
daraus f o lg e t ,  wenn d ie  Nachahmung wahrgenommen w ird  und n ic h t  
von z u fa l l ig e n  D ingen d e rs e lb e n  he rkbm m t."^  C le a r ly ,  th e n , 
S c h le g e l re co g n ise s  the e x is te n c e  o f a s p e c i f i c a l ly  a e s th e t ic  
e x p e r ie n c e , and w hether h is  a n a ly s is  o f th e  p s y c h o lo g ic a l n a tu re  
o f t h is  e xp e rie n ce  be r ig h t  o r w rong, he does a t  le a s t succeed 
in  is o la t in g  the e xp e rie n ce  and i n  d is t in g u is h in g  i t  from  o th e rs  
w ith  w h ich  i t  m ig h t be , and o fte n  was, con fu se d .
To ensure th a t  a w ork o f a r t  s h a l l  g iv e  r is e  to  t h is  
p a r t ic u la r  k in d  o f e x p e r ie n c e , t h a t  i t  s h a l l  n o t be in te r fe r e d  
w ith  o r w h o lly  ru in e d ,  i t  i s  o fte n  necessary to  make s ig n i f i c a n t  
d e p a rtu re s  fro m  the  o r ig in a l .  An a e s th e t ic  e xp e rie n ce  is  n o t 
p o s s ib le  when the  theme i t s e l f  c a l ls  f o r t h  e x c e s s iv e ly  s tro n g
1 Uber d ie  Combdie (W erke, I I I ,  p . 77; A n t . . p .  1 3 ).
2 Nachahmung (W arke. I l l ,  p . 136; A n t . . p . 1 3 4 ).
3 I b i d . . pp . 131, 132; A p ,t . , p p . 129 -  131.
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re a c t io n s ;  o r ,  t o  use S c h le g e l*s  own w ords, o rd e r i s  n o t p e rce ive d  
when som ething se ize s  more v io le n t l y  on th e  im a g in a t io n .^  The 
absence o f th e  d e s ire d  exp e rie n ce  may be due to  v a r io u s  causes .
The f a u l t  may l i e  w ith  th e  re a d e r or s p e c ta to r .  As an example 
o f  t h is  S ch le g e l im agines a man who v i s i t s  a p ic tu r e  g a lle r y  
when he is  w o rr ie d  or unhappy, and says th a t  i t  i s  n o t s u rp r is in g  
i f  he does n o t even see th e  p ic tu r e s ,  l e t  a lone  a p p re c ia te  them 
i n  the  r ig h t  w ay. I n  such a case, how ever, as S c h le g e l h im s e lf  
a d m its , i t  i s  u n l ik e ly  t h a t  c o n te m p la tio n  takes  p la ce  a t  a l l .
And th e  more in te r e s t in g  typ e  o f case in  w h ic h , because o f th e  
p e c u l ia r  r e la t io n  o f th e  r e c ip ie n t  to  th e  s u b je c t or theme, th e  
work as a whole f a i l s  to  a p pe a l to  th e  a r t i s t i c  em otions and 
speaks d i r e c t l y  to  th e  human or p e rs o n a l e m o tion s , re c e iv e s  
scan t a t t e n t io n .  He r e fe r s  o n ly  to  t h a t  la c k  o f  preparedness 
f o r  the  p e c u l ia r  appea l o f a r t  w h ich  i s  u s u a l i n  c h i ld r e n ;^  
and to  the  p re d is p o s it io n  w h ich  is  n ecessa ry  f o r  w itn e s s in g  
tra g e d y , one*s f i r s t  e xp e rie n ce  o f ivh ich  may w e l l  prove un­
p le a s a n t.^  N ot p r im a r i ly  in te re s te d  i n  the  p s y c h o lo g ic a l 
a s p e c t, he d ism isse s  t h is  as b e ing  o u ts id e  the  c o n t r o l  o f th e  
a r t i s t :  "F u r d ie je n ig e n  Em pfindungen, d ie  b f te r s  ganz wo anders 
a ls  aus d e r Nachahmung und dem B ild e  welches vergnugen s o i l ,  
herkommen und den G e is t von d e r B e tra ch tu n g  des B ild e s  anders 
w ohin  le n ke n , kann d ie  Nachahmung n ic h t  s te  hen; und e r ( s ic )  
muss so lche  a ls  Z u fa l le  des G lucks b e tra c h te n , welche ohne dass 
e r s ie  voraus se hen oder andern  kbnne n ( s ic )  se ine n  Endzweck 
zerstbren."4 But in te r fe re n c e  v à th  th e  a e s th e t ic  experience  may 
be due, n o t t o  th e  a t t i t u d e  o f th e  r e c ip ie n t ,  b u t t o  f a u l t s  i n  
th e  work o f a r t .  W ith  these  S c h le g e l i s  more concerned: " e in  
je g l ic h e r ,  d e r da nachahmet, wurde w id e r se ine n  Endzweck h a n d e ln , 
wenn e r  d u rch  se ine  B i ld e r  s e lb s t  zu so h e f t ig e n  Empfmndungen 
A n lass  gabe, dass das G e fuh l von d e r  S chbnhe it de r Nachahmung 
dadurch  entw eder geschwacht oder ganz und gar u n te rd ru c k t w urde. 
The a r t i s t  must c o n s id e r how s tro n g  an im p re s s io n  th e  s u b je c t o f 
h is  w ork i s  l i k e l y  t o  make, and f in d  ways and means o f e n s u r in g  
th a t  the  a ppe a l i t  f i n a l l y  makes is  an a r t i s t i c  one. I n  o rd e r to
1 I b i d . , pp . 153, 154; A n t . . pp . 152, 153.
2 I b i d . .  p . 135; A n t . ,  pp . 133, 134.
3 Gedanken (W erke. I l l ,  p . 267; A n t . . p . 1 9 9 ).
4 Nachahmung (W erke. I l l ,  p . 154; A n t . . p . 153 ).
5 I b i d .
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ensure t h i s ,  he may, i f  necessary  he m ust, a d m it in t o  h is  w ork 
fe a tu re s  w h ich  a re  u n lik e  the o r ig in a l .  The method i s  n o t 
a lways th a t  o f a m is s io n , f o r  i t  w ould o f te n  be a p i t j ' ” to  r e je c t  
th e  s u b je c t a l to g e th e r .  I f  th a t  be so , the  a r t i s t  can , by h is  
tre a tm e n t, tone  down th e  im p re s s io n  i t  makes u n t i l  i t  no lo n g e r 
ob trudes and d is tu rb s  the  a e s th e t ic  e x p e rie n c e : "so  v e r b i r g t  
man d a s je n ig e , was d ie s e  u n g le ic h e n  Smpfindungen machen ko n n te ; 
man schwacht bey d e r Nachahmung d ie  K ra f t  desse lben  und s c h i ld e r t  
e in e  Sache l ie b e r  w en iger le b h a f t  und w en ig e r n a tu r l ic h  a b , ehe 
man d ie  ganze F ru c h t s e in e r  Nachahmung d u rch  e in e  a llz u h o c h -  
ge t r i e  be ne N a tü r l ic h k e i t  ve r l i e r  en s o l l t e . " !  Some o f th e  examples 
w h ich  S c h le g e l g ive s  a re  b la t a n t ly  obv io u s ; bu t i n  h is  rem arks 
on the  p o r t r a y a l  o f d e a th  he re v e a ls  a more p ro fo und  u n d e rs ta n d in g  
o f the  n a tu re  o f a r t  than  is  shewn by any o f h is  co n te m p o ra rie s . 
The passage is  w e ll-k n o w n , b u t w i l l  bear b e in g  quoted a g a in : " Ic h  
v e r lange n ic h t ,  dass man u n te r  dem Weinen und Geschrey d e r %M- 
stehenden , wenn a l le  seu fzen  und a u s ru fe n : A ch î e r w ird  b la s s f  
a ch i e r e r s ta r r t J  achJ e r s t i r b t l  e in e n  armen S te rbenden , va Ic h e r 
i t z t  d ie  Augan zu thun  s o l l t e ,  m it  se inen  schwachen Fbsaen bemuhen 
und vom S chaup la tz  a b tre te n  la sse n  s o l le ,  d a m it e r n ic h t  v o r  den 
Augen d e r Zuschauer s te rb e .  Aber man w ird  w en igstens d a s je n ig e , 
was bey dem s c h re c k lic h e n  A u g en b licke  des Todes noch susses und 
s a n fte s  wahrgenommen warden kann; ganz g e lin d e  Bewegungen; e in  
H aup tne igen , vrelches mehr e in e n  s c h la f r ig e n  Menschen, a ls  e in e n , 
d e r m it  dem Tode k a m p ft, anzuze igen  s c h e in e t;  e in e  Stimme, welche 
zwar u n te r  brochen w ir d ,  aber n ic h t  ro c  he I t , zu d e r Vor s te  H ung  
des Todes brauchen konnen; k u rz , man w ird  s à lb e r  e ine  A r t  des 
Todes s c h a f fen mussen , d ie  s ic h  iederm ann wunschen m ochte , und 
k e in e r  e r h a l t
A l l  S ch le g e l *s examples a re  o f p h y s ic a l th in g s  -  th e  
p o r t r a y a l  o f  u g lin e s s ,  madness, d e a th  -  and he th u s  o n ly  touches 
on th e  f r in g e  o f th e  whole p ro b le m . The d i f f i c u l t i e s  v M c h  
beset th e  a r t i s t  who t r e a ts  t o p ic a l  s u b je c ts  or those  l i k e l y  to  
arouse s tro n g  p re ju d ic e  a re , as we m ig h t e xp e c t i n  a p e r io d  f a r  
removed fro m  a n y th in g  a k in  to  th e  p rob lem  p la y ,  c o m p le te ly  ig n o re d  
N e v e rth e le s s , as f a r  as he goes, S c h le g e l shews c o n s id e ra b le
1 Nachahmung ( lifer k e . I l l ,  p . 156; A n t , .p . 1 5 5 ).
2 Von d e r U n a h n lic h k e it  (W erke. I l l ,  pp . 174, 175; A n t . ,  p . 103) 
C f. to o ,  a , s im i la r  passage (Nachahmung. W erke. I l l ,  p . 156; 
A n t . . p .  1 5 5 ). G o ttsched  and h is  p u p i ls ,  on th e  o th e r hand, 
advoca ted  em iss ion  ra th e r  th a n  s p e c ia l t re a tm e n t.  D ea th , f o r  
in s ta n c e ,  was to  ta k e  p lace  o f f - s ta g e .
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in s ig h t  and h is  view s a re  f u l l y  borne out by modern th e o r ie s
I t  i s  d o u b t fu l to  what e x te n t S c h le g e l was aware o f s p a t ia l  
d is ta n c e  as a f a c to r  i n  a p p re c ia t io n .  Ee rem arked i n  th e  
Gedanken zur Aufnahme e in e s  dan isch en  Theaters  th a t  i t  i s  o f te n  
necessary and d e s ira b le  t o  t r a n s fe r  th e  scene o f a p la y  to  a 
fo r e ig n  la n d , because t h is  a llo w s  th e  poet g re a te r  freedom  in  
th e  tre a tm e n t o f b o th  c h a ra c te r  and a c t io n .2 The source o f h is  
o b s e rv a tio n  i s  i n  R acine *s p re fa ce  to  h is  Ba.jazet and i t  is  
e v id e n t th a t  th e  g re a te r  poe t vas f u l l y  aware o f th e  change 
w h ich  the  s h i f t i n g  o f th e  scene m ig h t have on th e  re a c t!o n e  o f 
th e  s p e c ta to rs .3 Whether S ch le g e l r e a l is e d  t h is  to o  can s c a rc e ly  . 
be de te rm ined  from  th e  t e x t .  But th e  idea  o f  changing the  
c ircum stances o f tim e  and p la ce  when t r e a t in g  persons or even ts  
f a m i l ia r  t o  th e  s p e c ta to r  is  so much i n  tune  w ith  h is  s u g g e s t io n , 
made yea rs  b e fo re , f o r  chang ing  th e  c ircum stances  o f the  
o r ig in a l  vdien p o r t ra y in g  d e a th  or madness, th a t  one i s  tem pted ' 
t o  assume a c o n n e c tio n .
S c h le g e l is  f u l l y  aware th a t  c e r ta in  o f th e  a r ts  can 
s u p p o rt a g re a te r  degree o f n a tu ra lis m  th a n  o th e rs ; " J e g lic h e  
A r t  d e r Nachahmung h a t h ie r in n e n  ih r e  e ignen  IfWLrkungen. Einem 
Ma 1er i s t  es e r la u b t ,  e k le re  Sac hen zu s c h i Id e m , a ls  einem 
P o e te n .. . . .  A u f ep ische  A r t  i s t  es e r la u b t  s c h re c k lic h e r  nach- 
zuahmen a ls  d u rch  th e a t ra l is c h e  V o rs te  1 lu n g e n .
The changes in  th e  s u b je c t w h ich  he thus  a dv ises  th e  a r t i s t  to
1 See b e lo w , pp. 195 f f .
2 Gedanken ( % r k e . I l l ,  p . 286; A n t . .  pp . 215, 2 1 6 ).
3 O f. P re fa ce  to  B a ia ze t (R ac ine , O euvres.P a r is . 1676, Tome I I ,  
pp . 66, 6 7 ), where th e  q u e s tio n  o f d is ta n c e  i n  tim e  and 
space i s  d iscu sse d  and th e  example o f the  Persae c i te d :  "On 
peu t d i r e  que le  re s p e c t que l* o n  a pour le s  Héros augmente
a mesure q u ' i l s  s 'é lo ig n e n t  de nous . L 'f lo ig n e m e n t des pays 
re p a re  on quelque s o r te  la  t r o p  grande p ro x im ité  des tem p s ." 
Modem c r i t i c s ,  w h ile  re c o g n is in g  th e  im po rtance  o f t h is  
f a c to r y a ls o  s tre s s  th a t  o f p s y c h ic a l d is ta n c e .
• O f. b e lo w , p . 198.
4 Nachahmung ( Werke. I l l ,  pp . 155, 156; A n t . , pp . 154, 1 5 5 ).
C f. b e lo w , p . 198.
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make c o n s c io u s ly , w ith  a v ie w  t o  o b ta in in g  a c e r ta in  e f f e c t ,  
d o u b tle ss  take  p la ce  u n c o n s c io u s ly  i n  th e  c re a t iv e  g e n iu s , f o r  
th e  v e ry  p rocess o f a r t i s t i c  c re a t io n  demands a d is ta n c e d  v ie w  
o f th e  s u b je c t .  But S c h le g e l i s  m e re ly  fo l lo w in g  the  custom  
o f the  p e r io d  when he fo rm u la te s  th e  r e s u lt s  o f h is  o b s e rv a tio n  
and e xp e rie n ce  in t o  a r u le  t o  be a p p lie d  d e l ib e r a te ly  by th e  
a r t i s t :  "man s o i l  n a h m lich  zu w e ile n  d ie  Nachahmung de r Sache, 
d e r man nachahm et, u n a h n lic h  m a ch e n ." ! He c le a r ly  fe e ls  t h is  t o  
be a r e v o lu t io n a ry  s ta tem e n t and a n t ic ip a te s  o p p o s it io n .  But 
he r e s o lu te ly  re fu s e s  to  compromise and r e je c t s  any su g g e s tio n  
th a t  he may perhaps mean less  th a n  he says: " I c h  w i l l  m ir  a l l e  
A u s flu c h te  v e rs c h lie s e n ,  welche hernach meinem Satze e in e n  
anderen V e rs tand  geben kb n n te n , a ls  es anfangs geschienen h a t .  
D ieses i s t  n ic h t  das e in z ig e ,  was ic h  v e r la n g e , sondern ic h  
b in  u b e rz e u g t, dass man d ie  ISnstande se ines  Vor b ild e s  zu w e ile n  
anders v o r s te  H e n  muss, a ls  s ie  w i r k l i c h  s in d ; dass man o f te r s  
nu r wenige Zlige von d e r je n ig e n  Sache, d ie  man a b s c h i ld e r t  
b e h a lte n  d a r f ;  k u rz , dass man o f t ,  wenn man nachahm et, d ie  ganze 
Sache, d e r man nachahm et, so zu sagen, ve rw ande ln  m uss."^
C le a r ly  S c h le g e l, who makes no p re te n ce  o f any p s y c h o lo g ic a l 
in v e s t ig a t io n  o f th e  p o e t 's  temperament or o f th e  c re a t iv e  
p ro ce ss , here  touches more c lo s e ly  on the  n a tu re  o f  a r t i s t i c  
c re a t io n  th a n  do any o f h is  co n te m p o ra rie s . The a c to r  must 
" c re a te "  a de a th  o f h is  own; th e  a r t i s t  must " tra n s fo rm "  h is  
o r ig in a l .  I s  i t  p o s s ib le  w i t h in  th e  th e o ry  o f  im i t a t io n  p ro p e r 
to  go fu r t h e r  than  th is ?  I s  th e  p r in c ip le  n o t thus  s tre tc h e d  
to  a p o in t  beyond w h ich  i t  must b re a k  and be c a s t a s id e  i n  
fa v o u r  o f ano ther?
The s ig n if ic a n c e  o f S c h le g e l's  a n a ly s is  o f p le a su re  i s  then  
t h i s .  He c le a r ly  d is t in g u is h e s  th e  e f fe c t  a r is in g  frcxn a w ork 
o f a r t  as such from  any o th e r in c id e n ta l  e f f e c t s ,  m o ra l or 
i n s t r u c t io n a l ,  w h ich  i t  may a ls o  happen to  p roduce . Th is  e f f e c t ,  
w h ich  he term s p le a s u re , he th e n  examines w ith  a v ie w  to  d is ­
t in g u is h in g  i t  from  any s a t is fa c t io n  produced by th e  s u b je c t as 
such , or by th e  medium as such , thus  shewing h is  concern  to  
is o la te  a s p e c i f ic  a e s th e t ic  e x p e r ie n c e . F in a l ly ,  he in s is t s  
t h a t ,  to  ensure th a t  th is  s p e c i f i c a l ly  a e s th e t ic  e xp e rie n ce  does 
r e s u l t  fro m  c o n te m p la tio n  o f  h is  w ork , th e  a r t i s t  must be p repared  
to  subdue h is  ra w  m a te r ia l ,  h is  s u b je c t o r theme, so th a t  i t  does 
n o t g iv e  r is e  to  n o n -a e s th e t ic  e f f e c t s .  We must now r e tu r n  to
1 Von d e r U n a h n lic h k e it  (W erkp. I l l ,  p .  168; A n t . . p . 97 ).
2 I b i d . ,  p .  169; A n t . , p . 98.
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S c h le g e l*s accoun t o f the  way in  w h ich  a e s th e t ic  p le a su re  a r is e s .
The c r i t i c is m  le v e l le d  a g a in s t t h is  is  t h a t  i t  conce ives 
th e  a e s th e t ic  e xp e rie n ce  as a p u re ly  i n t e l l e c t u a l  p le a s u re , and 
a e s th e t ic  co n te m p la tio n  as a s ta te  i n  w h ich , w ith  c o n s id e ra b le  
de tachm ent, th e  work o f a r t  i s  weighed and th e  degree o f 
s im i l a r i t y  w ith  an o r ig in a l  i n  n a tu re  assessed. 1 But how fa r  
is  such c r i t i c is m  r e a l l y  ju s t i f ie d ?  S ch le g e l*s  words a re : "wenn 
ic h  d ie  A e h n lic h k e it  des B ild e s  m it  dem V o rb ild e  bemerke, so 
em pfinde ic h  e in  V e rgnu gen ."^  Taken thus  a lo n e , th e  s ta tem e n t 
does adm it o f an in t e r p r e ta t io n  such as the above. But does the  
evidence o f h is  w r i t in g  as a whole s u p p o rt such a view? D id  he, 
i n  f a c t ,  t h in k  th a t  th e  p e rc e p tio n  o f s im i l a r i t y  re s u lte d  o n ly  
a f t e r  a c a r e fu l  assessment o f p o in ts  o f lik e n e s s  and d if fe r e n c e ;  
th a t  th e  r e c ip ie n t  must f i r s t  be i n t e l l e c t u a l l y  conv inced  o f 
th e  resemblance? A c a r e fu l  re a d in g  o f h is  w ork  re v e a ls  t h a t  he 
d id  n o t .  N e ith e r  h is  s p e c i f ic  rem arks on th e  way i n  w h ich  th e  
s im i l a r i t y  s t r ik e s  u s , n o r h is  v ie w  o f th e  k in d  o f p u b lic  to  
w h ich  a r t  a p p e a ls , w i l l  a l lo w  us to  assume th a t  he viewed th e  
s ta te  o f a e s th e t ic  c o n te m p la tio n  as an im p e rs o n a l, p u re ly  
i n t e l l e c t u a l l y  in te re s te d  r e la t io n .
I n  the  th e o ry  o f im i t a t io n ,  he sa ys , we a re  d e a lin g  o n ly  
w ith  th in g s  w hich  concern  the  im a g in a t io n .^  I t  i s  h e re , i n  the  
im a g in a t io n ,  th a t  th e  com parison between im i t a t io n  and o r ig in a l  
i s  made; and th e  o r ig in a l  i s  thus  our id e a  o f a th in g ,  n o t th e  
th in g  i t s e l f  For t h is  reason , i t  i s  use less  t o  p a in t  th in g s  
i n  such a p o s i t io n  th a t  th e y  cannot be re c o g n is e d , "ob s ie  
g le  ic h  m it  d e r N atu r übereinkommen; s ince  th e  s im i l a r i t y  must 
s t r ik e  u s , n o t be a s c e r ta in e d  by a process o f re a s o n in g . Hence 
an im i t a t io n  can be good, "wenn es n u r u n te r  gew issen Ifeistanden 
e in e n  E in d ru c k  in  unsere E in b iId u n g s k ra f t  mach t ,  d e r dem 
V o rb ild e  g le ic h  kommt. " ^ % .th  our u n d e rs ta n d in g , we may be w e l l
1 W o lf f  (Op. c i t . . p . 8 l )  assumes th a t  S ch le g e l conceived th e  
p e rc e p tio n  o f s im i l a r i t y  between work o f a r t  and o r ig in a l  as 
a p u re ly  i n t e l l e c t u a l  p ro ce ss .
2 Nachahmung (Werke. I l l ,  p . 130; A n t . . p . 1 2 9 ).
3 I b i d . .  p . 110; A n t . ,  p .  109.
4 I b i d . . p . ,145; A n t . . p . 144.
5 I b i d . ,  p . 138; A n t» . p . 137.
6 I b i d . . p . 147; A n t . . p . 14 6.
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aware th a t  heroes and hoble  personages a re  b u t as o th e r men; 
b u t ,  "kaum w ird  unsere  E in b iId u n g s k ra f t  rege  gemaoht, so messen 
w ir  dem Rufe w id e r Glauben b e y . . . . " I  Im a g in a t io n  and under­
s ta n d in g , th e n , may w e l l  be a t  odds; b u t th a t  i s  o f no accoun t ^
i f  th e  w ork o f a r t  succeeds i n  co n v in c in g  th e  fo rm e r; f o r  we 
s h a l l  ju d g e , n o t by what we know to  be t r u e ,  b u t by w hat we fe e  1 
t o  be t r u e ;  "Auch so gar da , wo v d r  m it  dam V erstande zur # h r -  
h e i t  d u rchgedrungen s in d , w ird  unsere E in b iId u n g s k ra f t  unserm 
V ers tande  noch w ie d e rsp re ch e n . W ir warden anders u r th e i le n ,  wenn 
w ir  d ie  wahre B e s c h a ffe n h e it d e r  Sache u n te rsu ch e n , und a nde rs , 
wenn w ir  V o rb ild  und B iId  i n  unsern  Gedanken gegeneinander 
h a lte n . " 2  A p p re c ia t io n  i s  th u s  c le a r ly  n o t dependent on the  
d e ta i le d  s tudy  o f o r ig in a l  o b je c ts ,  c h a ra c te rs , or eve n ts  w hich  
have occasioned a w ork o f a r t .  I t  i s  r a th e r  a q u e s tio n  o f sudden 
a p e rçus o f a p o w e rfu l im p re ss io n  o f l ik e n e s s .  Th is w i l l  produce 
the  d e s ire d  p le a s u re  even on those  occas ions when our u nde r­
s ta n d in g  in fo rm s  us th a t  th e re  a re  n o t ic e a b le  d e p a rtu re s  fro m  the  
o r ig in a l .  #  f in d  th is  i n  m osaics? and i n  s ta tu e s  w h ich , because 
th e y  have to  make t h e i r  im p re ss io n s  fro m  a d is ta n c e  o r fro m  a 
h e ig h t ,  a re  la rg e r  th a n  l i f e - s i z e  and ro u g h ly  hewn. A r t  goes 
beyond n a tu re  in  g iv in g  a c le a r  p re s e n ta t io n ; f o r  i t s  a p pe a l is  
to  th e  im a g in a t io n .4  I t  i s  t h i s ,  n o t th e  u n d e rs ta n d in g , w h ich  
must be convinced o f s im i l a r i t y .
The advantage o f e xa c t s im i l a r i t y  i s ,  o f co u rse , th a t  i t  
s a t is f ie s  " d ie  genauesten Kenner."5  But th e  k in d  o f  p u b l ic  w h ich  
S c h le g e l has in  v ie w  does n o t ,  by any means, c o n s is t  o f Kepiper
1 Von d e r U n a h n lic h k e it  ( i/ferke. I l l ,  p . 171; Anfc* > lO O ).
2 I b i d . .  p . 172; A n t . . p . 101.
3 Nachahmung (_ # rk e , I I I ,  p .  14 7; P* 1 4 6 ).
4 I b i d . . p . 137; A n t. . ,  p . 138.
5 Shakes pear und Grvph ( Werke. I l l ,  p . 49 ; A n t , .p . 8 3 ) . S c h le g e l
i s  here  r e fe r r in g  to  th e  re a c t io n s  o f  s tu d e n ts  o f h is t o r y  to  
h i s t o r i c a l  drama. He i s ,  p e rh a p s , n o t f a r  wrong i n  assum ing 
t h a t ,  i n  t h e i r  case , anachronism s and in a c c u ra c ie s  may prove 
so d is tu r b in g  th a t  th e y  p re c lu d e  or d im in is h  a e s th e t ic  
a p p re c ia t io n .
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o n ly .  He demands an a c t iv e  s p e c ta to r  or re a d e r , b u t i t  i s  an 
a c t i v i t y  o f th e  im a g in a t io n  w hich  he has i n  m ind , and th is  i s  
n o t l im ite d  to  i n t e l l e c t u a ls .  To w in  th e  a p p re c ia t io n  o f a 
co n n o isse u r i s ,  a d m it te d ly ,  more d e s ira b le  th a n  to  p ro v id e  
amusement f o r  f o o ls .  But th e  a l te r n a t iv e s  are  i n  r e a l i t y  n o t 
n e a r ly  so s h a rp ly  opposed. There i s  a la rg e  body o f  o rd in a ry  
peop le  who a re  n o t f o o ls .  The aim  shou ld  be t o  p lease  as many 
o f these as p o s s ib le ;  i f ,  a t  the  same t im e , we in d u ce  fo o ls  to  
ta k e  p leasu re  i n  our w ork so much th e  b e t te r .  A d if fe re n c e  
does , o f c o u rs e , e x is t  between the  " B e y fa l l  d e r Kenner" and th e  
"Vergnugen k lu g e r  L e u te " ; b u t S ch le g e l does n o t t h in k  th a t  the  
two a re  m u tu a lly  e x c lu s iv e .  The same w ork can ach ie ve  b o th .
H is  d e f i n i t i o n  o f "d e r K luge" i n  t h is  re s p e c t i s  in t e r e s t in g  
and im p o r ta n t,  f o r  i t  i s  th e  r e a l  source  o f th e  d if fe re n c e  
between h is  id e a l  p u b l ic  and G o ttsch e d *s . For a p p re c ia t io n  
o f a work o f a r t ,  the  l a t t e r  p o s tu la te s  i n  th e  r e c ip ie n t  a 
knowledge o f th e  " r u le s " .  S ch le g e l does n o t m ind w hether he
knows these  o r n o t :  "E in  K lu g e r   im Absahen a u f d ie  K u n s t,
i s t  je g l i c h e r , d e r von ke in e n  V o ru r th e i le n ,  was d ie s e  Kunst 
b e t r i f f t  eingenommen i s t ,  und e ine  genUgsame Z a r t l i c h k e i t  des 
G e füh ls  h a t ,  dass d ie  Yferke d ie s e r  Kunst e in e n .E in d ru c k  a u f ih n  
m achen ."^  Thus he even p re fe rs  th e  u n in i t ia t e d ,  s in ce  t h e i r  
r e c e p t iv i t y  i s  le ss  l i k e l y  to  be d u lle d  by fa ls e  p re ju d ic e ;  and 
he demands o n ly  d e lic a c y  o f fe e l in g  and a re a d in e ss  t o  re c e iv e  
im p re s s io n s . Such s e n s it iv e n e s s  has n o th in g  w hatsoever to  do 
w ith  le a rn in g :  "Der unge le  h r te  Kluge g i l t  h ie r  so v i e l  a ls  d e r 
G e le h rte ; d e r je n ig e ,  de r d ie  Kunst n ic h t  v e r s te h t ,  i s t  so w oh l 
w e rth  ve rg n u g t zu werden, a ls  de r s ie  versteht."8 O verlearned
1 Nachahmung (Wsrke . I I I . pp . 142 -  144; A n t . . pp . 141 -  1 4 3 ).
2 I b i d .
A fa to n ie w icz , fo l lo v d n g  th e  t e x t  o f the  C r i t is c h e  B evtrage  
has : " d e r je n ig e ,  d e r d ie  Kunst v e r s te h t ,  i s t  so w oh l w e rth  
v e rg n u g t zu w erden, a ls  d e r s ie  n ic h t  v e r s te h t . "  I  have 
fo llo w e d  th e  te x t  o f th e  VVerke s in ce  t h is  v e rs io n  seems to  
me to  be more in  tune  w ith  th e  g e n e ra l t re n d  o f S c h le g e l *s 
th o u g h t.
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d e s c r ip t io n s  a re  out o f p la ce  i n  works w h ich  are  in te n d e d  to  
re a c h  a w ide p u b l ic ,  f o r  th e y  cannot p o s s ib ly  make a g e n e ra l 
a p p e a l.1 Unless th e  a r t i s t  has a p a r t ic u la r  p u b lic  i n  m ind , 
he shou ld  a im  a t  making an im p re s s io n  on people i n  g e n e ra l, n o t 
p resuppos ing  any s p e c ia lis e d  know ledge .2
F ive  yea rs  la t e r  S c h le g e l s t i l l  h e ld  these v iew s on the  
k in d  o f  appea l w h ich  a r t  sho u ld  make, and we see t h e i r  in f lu e n c é  
a t  w ork in  the  su g g e s tio n s  v/h ich he made f o r  th e  r e p e r to i r e  o f 
th e  new D anish th e a t r e .  Even th e  "P o b e l"  i s  in c lu d e d  i n  
S c h le g e l*s  th e a tre -g o in g  p u b l ic .  S in c e , i n  h is  v ie w , ta s te  
can be im proved by c o n ta c t w ith  a r t ,  he hopes to  educate  the  
ta s te  o f t h is  s e c t io n  o f th e  people by a g ra d u a l p ro c e s s . They 
demand som ething w hich  appea ls  to  t h e i r  ra th e r  coarse im a g in a t io n , 
b u t i t  would be a m is take  to  ig n o re  them on t h is  accoun t when 
p la n n in g  the  r e p e r to i r e  o f a th e a t re .  In d e e d  th is  i s  o n ly  
done by people who s i t  i n  a s tu d y  and p re s c r ib e  r u le s ;  those 
who w ork  fro m  e xp e rie n ce  know th a t  th e  common peop le  must f i r s t  
be a t t r a c te d  to  th e  th e a tre  b e fo re  one can s e t abou t im p ro v in g  
t h e i r  t a s t e . 3
A l l  th a t  S c h le g e l demands o f h is  re a d e r or s p e c ta to r  th e n  
i s  th e  l iv e l in e s s  o f an u n s p o i l t  im a g in a t io n  -  " d ie  L e b h a f t ig k e it  
e in e r  n ic h t  v e rd e rb te n  E in b iId u n g s k ra f t "4 - f o r  i t  is  to  t h is  
t h a t  a work o f a r t  makes i t s  a p p e a l. Such s tre s s  on the  r ô le  
o f im a g in a t io n  in  a r t i s t i c  a p p re c ia t io n  proves th a t  S ch le g e l 
cannot f a i r l y  be charged v d th  a na rro w  in t e l le c t u a l is m .  To 
un de rs tand  f u l l y  th e  im p o rta n ce  he a t t r ib u te s  to  im a g in a t io n , 
i t  i s  necessa ry  to  ta  Ice in t o  c o n s id e ra t io n  h is  tre a tm e n t o f 
th e  s u b je c t o f i l l u s i o n .  T h is  w i l l  th e n  lead  us back to  a 
deeper u n d e rs ta n d in g  o f what he co n s id e re d  to  be th e  scope and 
n a tu re  o f a r t i s t i c  im i t a t io n .
1 I b i d . .  pp . 150, 151; A n t . ,  p . 150.
2 I b i d . .  pp . 143, 144; A n t . ,  pp . 142, 143.
3 Gedanken (W erke. I l l ,  pp . 266, 269; A n t . ,  pp . 197, 201)
4 tiachahmung ( W erke. I l l ,  p . 143; A n t . . p . 1 4 2 ).
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S c h le g e l*s  v ie w  o f a r t  makes h is  r e je c t io n  o f i l l u s i o n  -  i n  
th e  sense o f d e c e p tio n  -  in e v ita b le »  As we have seen, he i s  so 
much ava.re th a t  a r t  d i f f e r s  from  n a tu re ,  th a t  he suspects th a t  
the  s p e c ia l k in d  o f p le a su re  aroused by a r t  i s ,  i n  some way, 
in t im a te ly  connected w ith  th is  d i f fe r e n c e ,  i s  indeed  dependent 
on i t .  Hence h is  a s s e r t io n  th a t  a lth o u g h  p le a su re  a r is e s  when 
th e  im i t a t io n  i s  h e ld  a g a in s t th e  o r ig in a l  and s im i l a r i t y  i s  
p e rc e iv e d , i t  e n t i r e ly  f a i l s  to  ensue when th e  two are so much 
a l ik e  th a t  th e y  are  confused i n  th e  im a g in a t io n .^
I t  has been urged th a t  S c h le g e l was concerned o n ly  to  r e je c t  
th a t  crude i l l u s io n  w h ich  in v o lv e s  a r e a l  d e c e p tio n  o f th e  senses, 
But th e  p o s i t io n  is  n o t q u ite  so s im p le . A t th a t  p e r io d  i t  was 
u s u a l t o  t h in k  th a t  a w ork o f a r t  d id  i n  a c tu a l  f a c t  de ce ive  the 
s p e c ta to rs  in t o  th in k in g  th a t  th e y  were v d tn e s s in g  r e a l i t y ; ^  
p le a su re  was supposed to  ensue when th e y  d is c o v e re d  th a t  th e y  
were n o t .  I t  was c le a r ly  t h is  k in d  o f d e c e p tio n  w hich Less in g  
had in  m ind when he w ro te  to  M endelssohn th a t  i l l u s i o n  is  the  
concern  o f th e  p roducer and n o t o f th e  d ra m a t is t  a t  a l l .  On 
these  grounds he re je c te d  th e  id e a  o f i l l u s io n  i n  a r t ,  s in c e  he 
conce ived i t  o n ly  as a d e c e p tio n  o f the  senses. M endelssohn 
was aware o f a d i f f e r e n t  k in d  o f i l l u s io n ;  f o r  he re p lie d  to  
Less ing  th a t  i t  can be induced by any o f th e  a r ts  and is  n o t ,  
th e re fo re ,  s o le ly  dependent on p ro d u c t io n .4 I t  w i l l  be seen th a t  
S c h le g e l, l ik e  M endelssohn, was a ls o  aware o f an i l l u s io n  w h ich
1 I b i d . . p . 149; A n t . ,  p . 148. C f. Uber d ie  Gomodie (W erke. I l l ,  
pp. 77, 78; A n t . . pp . 13, 1 4 ).
2 L . G o ld s te in  (Moses Mendelssohn und die  deutsche  A esthe t i k ,  
K o n ig sb e rg , 1901, T e u to n ia . 3) p u ts  fo rw a rd  t h is  c o n te n t io n  
(p p . 140 -  2 ) .  See, hov/ever, b e lo w  pp . 1C4 f f . ,  f o r  S ch le g e l*s  
r e je c t io n  o f a d i f f e r e n t  k in d  o f  i l l u s i o n .
3 As G o ld s te in  p o in ts  out (p . 140) , the  fre q u e n t re fe re n c e s  to  
anecdotes in  w h ich  men and an im a ls  were dece ived  by p a in t in g  
a re  te s tim o n y  th a t  t h is  b e l ie f  was c u r re n t .
4 L e t te r  to  M endelssohn, 18 December, 1756. Mendelssohn 
re p l ie d  i n  Janua ry , 1757, e n c lo s in g  h is  Gedanken von d e r 
I l l u s i o n  (R . Pets oh, Less ings B r ie fw e c h s e l m it  M endelssohn 
und N ic o la i  Uber das T ra u e rs p ie l . L e ip z ig ,  1910,
P h ilo s  op h i sche B ib l io t h e k , GXXL). However, by th e  tim e  b f^ th e
L e ss in g  has accepted  î/îendelssohn*s v ie w .
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was n o t m e re ly  p h y s ic a l.  But he co u ld  n o t e n t i r e l y  ig n o re  
crude d e c e p tio n  o f th e  senses s in ce  c u r re n t th e o r ie s  o f 
a e s th e t ic  p le a su re  were based on i t .  I f  h is  argument o f te n  
appears n a iv e , we have to  remember th a t  i t  v/as a n a ive  b e l ie f  
w hich he vdshed to  expose.
In  o rd e r to  shew th a t  any a tte m p t to  a ccoun t f o r  a e s th e t ic  
p le a su re  by "d e c e p tio n "  must prove u n s a t is fa c to r y ,  he ta ke s  th e  
example o f a man who is  m o m e n ta rily  dece ived  i n t o  th in k in g  th a t  
a p a in te d  head is  a head i n  s to n e , and c o n tra s ts  th e  e f f e c t  o f 
such " r e a l  d e c e p tio n "  w ith  what th e  c r i t i c s  a re  wont to  c a l l  
"angenehmer B e tru g " . He suggests th a t  the  man, overcome w ith  
shame, would r e f r a in  fro m  m e n tio n in g  h is  m is ta k e ; th a t  the  
e f fe c t  w o u ld , in  f a c t ,  be u n p le a san t and a n n o y in g .^  H is  aim  
i s  to  prove th a t  the  v e ry  id e a  o f d e c e p tio n  i s  u n f r u i t f u l  
i n  co n n e c tio n  w ith  a r t .
But h is  r e je c t io n  o f i l l u s io n  as the  b a s is  o f the  a e s th e t ic  
exp e rien ce  goes beyond such cases o f tromoe I ' o e i l . O therw ise  
he would a ccep t S tra u b e 's  a s s e r t io n  th a t  the  g e n e ra l t h e a t r i c a l  
m i l ie u  w i l l  s u f f ic e  to  rem ind us th a t  we a re  n o t w itn e s s in g  
r e a l i t y .  S c h le g e l, how ever, re fu s e s  to  a cce p t t h is  on th e  
ground th a t  i t  is  no t such ex tra neou s  re m in d e rs , b u t fe a tu re s  
w ith in  th e  p la y  i t s e l f ,  w h ich  must d is t in g u is h  i t  fro m  a c t u a l i t y . 2 
He thus im p lie s  th a t  a drama in  i t s e l f ,  a p a r t  fro m  fa c to r s  o f  
p ro d u c t io n , i s  capable o f  c re a t in g  i l l u s io n ;  t h a t ,  a lth o u g h  i t  
may n o t d e ce ive  the  senses, i t  can succeed i n  d e c e iv in g  th e  
e m o tion s . One re a c ts  t o  the  peop le  and events  in  i t ,  as though 
th e y  were peop le  and even ts  o f r e a l i t y :  "D ie  Eunst der s p ie le n d e n  
Personen e n tz u c k e t i h n  so s e h r, dass e r d ie  v e rk le id e te n  
Personen f u r  w a h rh a fte  H e lden, und i h r  Le iden  f u r  e in  w a h rh a fte s  
Le iden  a n s ie h e t . " ^  .T h is  k in d  o f e m o tio n a l i l l u s i o n  S c h le g e l 
a ls o  r e je c t s  as an e x p la n a tio n  o f a e s th e t ic  p le a s u re . N o r, a g a in
1 Nachahmung ( Werke. I l l ,  p . 135; A n t , .p . 1 3 4 ).
2 Uber d ie  Gomodie (W erke. I l l ,  p . 79; A n t . , p . 1 5 ).
3 Nachahmung (W erke. I l l ,  p . 134; Ant,. ,p . 1 3 3 ). I t  shou ld  be
no ted  th a t  such a r e a c t io n  i s  n o t in c o m p a tib le  w ith  be in g
f u l l y  aware th a t  we are  in  th e  th e a t r e .  The q u e s tio n  i s  one 
o f e m o tio n a l i l l u s i o n ,  n o t o f  d e c e p tio n  o f th e  senses.
S tra u b e , however, cou ld  on ly  have been th in k in g  o f th e  c ru d e s t 
d e c e p tio n  o f  the  senses when he suggested th a t  th e  g e n e ra l 
t h e a t r i c a l  m i l ie u  would s u f f ic e  to  rem ind us th a t  we a re
n o t w itn e s s in g  r e a l i t y .
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i s  he c o n te n t to  a cce p t as an e x p la n a tio n  th a t  a l t e r n a t io n  
between a b s o rp tio n  and awareness w hich was u s u a lly  th o u g h t 
to  c h a ra c te r is e  th e  c o n te m p la tio n  o f a r t . A c h i ld  th a t  weeps 
when i t  sees a g i r l  beaten on the  s ta g e , may cease to  weep 
when to ld  th a t  th e  te a rs  o f th e  a c tre s s  a re  n o t " r e a l " .  But 
th e  d is c o v e ry ,  though  i t  may p a c ify  and s o o th e , w i l l  n o t 
induce  p le a s u re . The c h i ld  has f e l t  "e in e  wahre und n ic h t  
e in e  angenehme T r a u r ig k e i t " . S ch le g e l conce ives  a s ta te  in  
w h ich  awareness c o e x is ts  w ith  a b s o rp t io n  in s te a d  o f fo l lo w in g  
upon i t ,  and he t r i e s  to  d e s c r ib e  t h is  by sa y in g  th a t  we are  
never a c tu a l ly  de ce ived  by a r t ;  th e re  i s  o n ly  a tendency fo r  
us to  be d e c e iv e d . l/Vith h is  phrase "e in e  G efahr zu i r r e n " ,  he 
draws a t te n t io n  a t  once to  th e  d if fe re n c e  and to  th e  s im i la r i t y  
between our re a c t io n s  when c o n te m p la tin g  a r t  and our r e ­
a c t io n s  i n  e v e ry -d a y  l i f e . ^ H is  c o n c lu s io n  i s ,  th e n , th a t  
som ething w ith in  th e  w ork o f a r t  i t s e l f ,  n o t any a tte n d a n t 
c irc u m s ta n c e , must keep us aware th a t  i t  i s  n o t r e a l i t y ;  and 
th a t  th e  em otions aroused by i t ,  though th e y  may be a k in  to  
those  evoked by o b je c ts  and eve n ts  o f  o rd in a ry  l i f e ,  must y e t 
i n  same way d i f f e r  fro m  them .
I t  was to  ensure  th is  th a t  S c h le g e l ad v ise d  th e  a c to r  to
I b i d . ,  p . 135; A n t . . pp. 133, 134. O f. B. A ik e n -S n e a th , 
op. c i t . . p . 31 . M iss A ike n -S n e a th *s  t r a i n  o f th o u g h t is  
n o t c le a r  when she says: "Too c lose  an im i t a t io n  S c h le g e l 
c a l ls  e ine  G efahr zu i r r e n . f o r  com plete i l l u s i o n  i s  
d e s t r u c t iv e  o f a e s th e t ic  e n jo ym e n t."  S c h le g e l*s  words a re : 
"A ber in  der Tha t f in d e  ic h  meinem G efuh le  nach b e i de r 
a l l e r  genauesten Nachatyiiung e tw a s . welches v ie lm e h r e in e  
Gefakir zu i r r e n  a ls  e in  I r r th u m  i s t . so lange n a m lic h  das 
B i ld  bey d ie s e r  genauen Nachahmung noch v e rg n u g t."  ( th e  
i t a l i c s  a re  S o h le g e l*s  own). I n  my v ie w  t h is  can o n ly  mean 
th a t  even th e  m ost n a t u r a l i s t i c  w ork , so lo n g  as i t  is  a r t ,  
i . e .  g iv e s  r is e  to  th e  a p p ro p r ia te  r e a c t io n ,  does n o t 
d e ce ive  one in t o  th in k in g  i t  i s  r e a l i t y ,  i . e .  does n o t 
c re a te  i l l u s i o n  i n  th e  sense o f d e c e p tio n . P rov ided  th e re  
i s  o n ly  a tendency to  be d e ce ive d  (e ine  G efahr zu i r r e n ) and 
a e s th e t ic  s a t is f a c t io n  ensues, th e  im i t a t io n  is  n o t c lo s e r  
to  r e a l i t y  than  i t  shou ld  b e . I n  th e o ry ,  a t  le a s t ,  S c h le g e l 
does n o t r e je c t  n a tu ra lis m .
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c re a te  a c o n ce p tio n  o f d e a th , i n  w h ic h , by e x c lu d in g  c e r ta in  
p h y s ic a l e le m e n ts , a t te n t io n  i s  focussed  on th e  more s p i r i t u a l  
a s p e c ts . For the  same reason  he d e p lo re d  a to o  n a t u r a l i s t i c  
p o r t r a y a l  o f m adness .I I n  each case our em otions shou ld  be a k in  
t o  those  w hich  we m ig h t e xp e rie n ce  i f  a c tu a l ly  c o n fro n te d  by 
d e a th  o r madness; and y e t a t  th e  same tim e  th e y  must d i f f e r  
fro m  them . Th is  c o n v ic t io n  th a t  a r t  and d e c e p tio n  a re  w h o lly  
a l ie n  to  one a n o th e r prom pted to o  h is  demand f o r  ve rse  as a 
medium f o r  comedy. I f  t h is  be used, he s a id ,  r e a l i t y  may the n  
be im ita te d  as c lo s e ly  as i s  c o n c e iv a b ly  p o s s ib le ;  th e  ve rse  
w i l l  ensure th a t  the  p la y  c a l ls  f o r t h  th e  d e s ire d  a e s th e t ic  
r e a c t io n :  "so  konnen H andlungen, S i t t e n ,  W orte , K le id u n g ,
Geberden, Stimme, v o l l i g  m it  e in e r  w a h rh a fte n  Handlung u b e r-
e ins tim m en ; da indessen  d e r e in ig e  harm onise he K la n g  s ie
von e in e r  w a h rh a fte n  Hand lun g  u n te rs c h e id e t  Und wenn uns
d ie  Worte an s ic h  s e lb s t  v e r fu h re n  zu g la u b e n , dass w ir  d ie  
Personen reden h o re n , so e r in n e r t  d e r W ohlklang unsere  Ohren, 
dass es e in  Werk d e r Kunst s e y ." ^  N aive as the  fo rm u la t io n  
u n d o u b te d ly  i s ,  i t  does n o t obscure th e  fa c t  th a t  S ch le g e l 
g lim psed  som eth ing o f  th e  e f f e c t  w h ich  ve rse  may have on a 
d ra m a tic  a c t io n  t re a te d  i n  o th e r re s p e c ts  w ith  com ple te  n a tu ra l is m .
I l l u s i o n ,  th e n , in  S c h le g e l*s  v ie w , p la ys  no p a r t  i n  
a e s th e t ic  c o n te m p la tio n . He r e je c ts  unecm p ram is in g ly  th a t  k in d  
o f  a r t  imdiose a im  i t  i s  to  im ita te  n a tu re  so as to  t r i c k  th e  
s p e c ta to r ,  w hether th ro u g h  th e  senses or th ro u g h  th e  em otions , 
i n t o  the  b e l ie f  th a t  i t  i s  n a tu re  w h ich  he b e h o ld s . H is  c h ie f  
d e s ire  i s  t o  d raw  a t te n t io n  to  th e  e lem ent o f detachm ent w h ich  
i s  p re s e n t i n  our a t t i t u d e  when we lo o k  upon a r t .  Indeed  the  
w hole o f h is  a n a ly s is  o f a e s th e t ic  p le a su re  i s  an a tte m p t to  do 
ju s t ic e  to  th a t  aspect o f i t . 3 But t h is  does n o t mean th a t  he 
th e re fo re  to o k  th a t  a sp ec t to  be an acco un t o f  th e  whole exp e rie n ce
1 Nachahmung (Werke . I I I . p . 150; A n t . , p . 1 49 ). U n fo r tu n a te ly  
a t  t h is  p o in t  S c h le g e l goes o u ts id e  th e  sphere o f a r t  when he 
suggests th a t  an a c to r  who i n  h is  z e a l l e f t  the  s tage  and 
raved  among th e  audience would n o t ea rn  t h e i r  th a n k s . T h is  
is  th e  c ru d e s t typ e  o f i l l u s i o n  and S c h le g e l here f a l l s  f a r  
be low  th e  degree o f p e n e tra t io n  he had shewn when he in s is te d  
on a s t r i c t  s e p a ra tio n  o f d ra m a tic  i l l u s i o n  fro m  the  q u e s tio n  
o f t h e a t r i c a l  m i l ie u .
2 Uber d^e Gomodie (Werke . I I I . pp. 80, 81; A n t , .p p . 15, 1 7 ).
3 O f. Nachahmung ( Viferke. I l l ,  p . 155; A ^ t . ,  p . 154) : "Man muss 
lib e r  le g e n , w ie  s ta r  ken E in d ru c k  e in e  je g l ic h e  A r t  d e r Nach­
ahmung, so w oh l im Absehen a u f ih re  A e h n lic h k e it  a ls  im  Absehen 
a u f d ie  Em pfindungen, d ie  s ie  sons t zuwege b r in g t ,  v e ru rs a c h e , 
und s ie  so e in r ic h te n ,  dass d ie  Bm pfindung de r A e h n lic h k e it  a l l e ­
z e i t  e in e n  Vorzug v o r a l ie n  l ib r ig e n  Empfindungen b e h a lte ."
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H is in s is te n c e  on the  detached elem ent i n  the  e xp e rie n ce , does 
n o t im p ly  th a t  he conceived the  a e s th e t ic  re a c t io n  as one o f 
se re n e ly  unmoved p leasu re  in  fo rm  a lo n e . H is emphasis on th a t  
aspect is  bu t p a r t  o f h is  campaign a g a in s t the use o f crude 
n a tu ra lis m  w ith  in te n t  to  d e ce ive . A long  w ith  h is  emphasis on 
th e  detached e lem ent in  th e  a e s th e t ic  e xp e rie n ce , im p l i c i t  indeed  
in  th e  phrase "e in e  Gefahr zu i r r e n " ,  goes a demand th a t  the 
reade r or s p e c ta to r  s h a l l  be moved and im a g in a t iv e ly  conv inced .
The demand th a t  drama s h a l l  move th e  s p e c ta to r is  n o t,  as 
has been assumed, con fined  to  th e  w r it in g s  o f the  Copenhagen 
p e r io d . I t  was on th is  assum ption th a t  W o lff based h is  argument 
th a t  S ch leg e l la t e r  abandoned h is  im i t a t io n  th e o ry  and, more 
e s p e c ia l ly ,  h is  a n a ly s is  o f a e s th e t ic  p leasu re  i n  fa v o u r  o f a 
less  in t e l l e c t u a l  p o in t  o f v ie w .^  But a lre a d y  in  th e  c r i t ic is m  
o f K la j* s  Herodes and i n  th e  comparison o f Shakespeare and 
Gryphius (174l )  S ch leg e l assumes th a t  the  ch a ra c te rs  w i l l  awaken 
s tro n g  fe e l in g s  in  the s p e c ta to rs ;^  s ta te s  th a t  th e  purpose o f 
tra g e d y  is  to  arouse noble  em otions and p a s s io n s ;3 and speaks 
o f th e  c a ta s tro p h e , "welche d ie  Zuschauer in  d ie  hochsten 
L e id e n scha fte n  s t u r z t ."4  I t  is  t ru e  th a t  i n  the two essays on 
im i t a t io n  he d o e s .n o t r e fe r  so d i r e c t l y  to  em otion and p a ss io n . 
But he is  th e re  d e a lin g  w ith  the  e f fe c t  o f a r t  i n  g e n e ra l, ra th e r  
th a n  w ith  the  methods by w hich each a r t ,  in  i t s  own p a r t ic u la r  
way, ach ieves th is  e f fe c t ;  he is  th e re  a tte m p tin g  to  p u t h is  
f in g e r  on the  co n s ta n t fe a tu re  i n  a l l  a e s th e t ic  a p p re c ia t io n , 
n o t to  tra c e  the  i n f i n i t e  v a r ia t io n s  o f response evoiced by t h is  
or th a t  p a r t ic u la r  work o f a r t .  N eve rthe less  the  demand th a t 
the  a r t i s t  s h a l l  subdue h is  m a te r ia l so th a t  the e f fe c ts  produced 
a r is e  n o t d i r e c t l y  from  th a t  m a te r ia l ,  b u t i n d i r e c t l y  th ro u g h  the  
a r t  i t  has become -  a demand w hich is  th e  ve ry  core o f th e  essay 
Von d e r U n a h n lic h k e it -  c le a r ly  takes f o r  g ran ted  th a t  a r t  does 
move, b u t in  i t s  own p e c u lia r  way. In  th e  Ab hand lung von der 
Nachahmung S ch le g e l fu r th e r  e x p l i c i t l y  re q u ire s  th a t  every work 
o f a r t  s h a l l  make a "s tro n g  im p re s s io n " . To th is  end i t  must be 
r ig o ro u s ly  pruned o f e v e ry th in g  which is  i r r e le v a n t  o r d is tu rb in g  
to  such an im p re s s io n , w eary ing  the  r e c ip ie n t  or d iv e r t in g  h is
1 W o lff ,  op.. c i t . ,  p . 154.
2 Herodes (Yferke. I l l ,  p* 25; A n t . # p . 4 9 ) .
3 Shakes pear und gryph (W erka, I I I ,  p . 60; A n t. , p . 9 2 ).
4 I b i d . . p . 42 ; A n t . , p . 78.
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a t te n t io n :  "E in  G ed ich t w ird  n iem als g e lesen , dass man se inen  
Verstand üben w i l l . "  For t h is  reason , c l a r i t y  in  the o rd in a ry  
sense o f the  word is  no t enough;the aim is  to  make the  th in g  
l iV e  a g a in  in  the  im a g in a t io n . !
The remarks i n  the  la te r  essays on the  n e c e s s ity  o f 
c re a t in g  drama w hich w i l l  appea l n o t onlÿL to  the  u n d e rs ta n d in g , 
b u t to  the  h e a r t ,  thus come as no s u rp r is e  to  the  c a re fu l 
re a d e r .2 Widening experience  and in c re a se d  assurance have 
combined to  make th e  e xp re ss io n  more tre n c h a n t and c o n v in c in g , 
bu t the t r a in  o f th o u g h t is  s t i l l  th a t  o f th e  e a r l ie r  essays. 
"U n a h n lic h k e ite n , d ie  n ic h t  m e rk lic h  s in d , s in d  im  Absehen au f 
unsre Empfindung ké ine  U n a h n lic h k e ite n " S ch le g e l had s ta te d  in  
the  essay on Shakespeare.3 I n  h is  la s t  work the  s ig n if ic a n c e  
of th is  p regnant s ta tem ent becomes f u l l y  a r t i c u la t e .  The 
s p e c ta to r  must s u f fe r  and hope, must be kept th e re by  " in  d e r­
se lben EntzUckung b is  ans Ende"; f o r ,  so long  as he is  thus r a p t ,  
he is  u n l ik e ly  to  n o t ic e  d if fe re n c e s  betiveen the  drama and the  
a c tu a l i t y  i t  re p re s e n ts  and th e  poet can convince  and persuade 
h im .4 S ch le g e l thus  a p p lie s  to  th e  p a r t ic u le .r  a r t  o f drama the 
g e ne ra l p r in c ip le  la id  down in  the  essays on im i t a t io n ,  v i z . ,  
th a t  th e  necessary d is s im i la r i t ie s  betv/een a r t  and n a tu re  must 
be compensated f o r  by a co n v in c in g  lik e n e s s  in  the r e s t :
1 Nachahmung ( Werke. I l l ,  pp . 138 -  14 0; Anjb. .  pp. 137 -  139).
2 Cfo Gedanken (Werke. I l l ,  p . 283; A n t. . p . 213): "D ie  a l l e r -  
fe in s te  E rfin d u n g  de r F a be l, und d ie  a lle rs c h o n s te  Ausfuhrung 
de r G haraktere i s t  v e rg e b lic h , wenn dadurch nur de r V ers tand  
und n ic h t  z u g le ic h  das Herz eingenommen w ird .  Der D lc h te r  
vn rd  e ine  schone A rb e it  v e r f e r t ig e t  haben, an d e r niemandem 
ge legen i s t . "
3 Shake8near und Gryph (W erke, I I I ,  p . 49 ; A n t . ,  p . 8 3 ) .
4 Gedanken (Werke. I l l ,  pp. 282, 294; A ^ . , p p .  212, 2 2 3 ).
C f. p . 283; A n t . .  pp . 212, 213; "N ie  kann man z u v e r la s s ig e r  
von de r Aufm erksam keit des Zuschauers v e rs ic h e r t  seyn, a ls  
Tjenn se in  Herz an d e r Hand lung  A nt he i l  n iram t," and "B ine  
Hand lung ohne L e id e n sch a fte n  i s t  ke ine H and lung ."
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"Desto  e i f r ig e r  muss man s ic h  bemuhen seinem V o rb ild e  nahe zu 
kommen v/o es d ie  Regel n ic h t  v e r b ie te t ,  dam it man du rch  d ie  
l ib r ig e n  A e h n lic h k e ite n  d ie  rege lm assige  U n a h n lic h k e it des 
B ild e s  iiberdecken und ve rbergen  m o g e ." l A lth o ug h  the  r e c ip ie n t  
i s  no t to  be deceived by a r t ,  he i s ,  n e v e r th e le s s , to  be 
conv inced . W ith  g re a t p e n e tra t io n , S ch lege l se ized  upon th e  
paradox o f a r t  when he concluded h is  essay Vop de r U n a h n lic h k e it 
by saying th a t  an im i t a t io n  i s  then indeed to  be p ra is e d , "wenn 
d ie  U n a h n lic h k e it s e lb s t A e h n lic h k e it  zu seyn s c h e i n e t W i t h  
t h is  he ep itom ised  in  term s o f h is  im i t a t io n  th e o ry ,  a l l  the  
o b se rva tio n s  he had made and was to  make on th e  power o f drama 
to  re v e a l more c le a r ly  th a n  r e a l i t y  the  tru e  n a tu re  and 
s ig n if ic a n c e  o f c h a ra c te rs  and e v e n ts . He re a lis e d  th a t  a r t ,  
by d e p a rtin g  from  n a tu re , appears, p a ra d o x ic a lly  enough, more 
c o n v in c in g  th a n  na tu re  i t s e l f .
%  seem to  have moved a long way from  th e  t i t l e  o f th is  
s e c tio n  -  P leasure  -  and to  have re tu rn e d  to  a d is c u s s io n  o f 
im i t a t io n .  But the  v e ry  fa c t  th a t  i n  thus fo l lo w in g  S ch le g e l*s  
t r a in  o f th o u g h t we shou ld  have been led  back to  our p o in t o f 
d e p a rtu re , shews how in e x t r ic a b ly  l in k e d  w ith  h is  views on 
a e s th e t ic  p le a su re  are the  m o d if ic a t io n s  w hich  he makes in  th e  
th e o ry  o f im i t a t io n  o f n a tu re . The aim  o f the  im ita t io n  w hich 
produces a r t  is  n o t in s t r u c t io n ,  no r y e t i l l u s i o n ,  b u t p lea su re  
o f a s p e c if ic  k in d . I f ,  contends S c h le g e l, an a r t i s t  is  c le a r  
as to  the  n a tu re  o f t h is  p le a s u re , he then  knows how c lo s e ly  
he should im ita te  r e a l i t y .  For h is  w ork should be l i f e - l i k e  
and r e a l i s t i c  enough to  convince and to  move, b u t never so c lose  
t o  n a tu re  as to  evoke in  th e  r e c ip ie n t  a response such as na tu re  
i t s e l f  would evoke.
1 Von der U n a h n lic h k e it (Yferke. I l l ,  p . 176; A n t . . p . 105 ).
2 I b id .
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S ch le g e l *s A p p lic a t io n  o f these A e s th e tic  
P r in c ip le s  to  Drama.
The te s t  o f an a e s th e tic  th e o ry  i s  i n  i t s  a p p l ic a t io n .  
Whatever S ch lege l w ro te  about a r t  i n  g e n e ra l, i t  was always 
w ith  drama uppermost in  h is  m ind . And t h is  fo rm  o f a r t  p rov ides 
an e x c e lle n t  t e s t  o f h is  im i t a t io n  th e o ry  because i n  drama, 
perhaps more c le a r ly  than  i n  any o th e r o f th e  a r t s ,  the  v e ry  
d ive rgence  from  n a tu re  must c o n tr ib u te  to  make a more con­
v in c in g  im p re ss io n . What i s  th e  method by w h ich , in  S ch le g e l*s  
v ie w , drama ach ieves th is ?  YYe r e c a l l  the  sta tem ent in  the  
Abhandlung von der. Nachahmunp th a t  d is s im i la r i t ie s  o n ly  ensue 
i f  wrong p ro p o r t io n s  a re  in tro d u c e d , no t i f  c e r ta in  fe a tu re s  
are e m it te d . I  A p p lie d  to  drama, t h is  can o n ly  mean t h a t ,  
a lth o u g h  a c tio n s  on the stage may no t be th e  same as in  r e a l  
l i f e ,  th e y  must y e t f o l lo w  on each o th e r ju s t  as re a so n a b ly .
I f  th e  s p e c ta to r i s  made aware o f the  m o tives  f o r  each a c t io n  
in  a way th a t  is  r a r e ly  p o s s ib le  in  r e a l  l i f e ,  then  th e  
d ra m a tic  im ita t io n  w i l l  seem more co n v in c in g  to  him than  any 
mere ph o tog raph ic  re p ro d u c tio n  o f a s e c t io n  o f r e a l i t y .  Such 
an in te r p r e ta t io n  is  con firm ed  by S ch leg e l*s  ovm w ords. The 
d ra m a t is t ’ s ta s k  i s  to  reveâ.1 a c t io n  " m it  ih re n  zure ichenden 
U rsach en ".^  H e re in  l ie s  the  d if fe re n c e  between h is  methods 
and those  o f the h is t o r ia n .  F o r , a lth o u g h , as S ch leg e l p o in te d  
out i n  the  e a r ly  l e t t e r  to  h is  b ro th e r ,  i t  i s  th e  h is t o r ia n ’ s 
d u ty  to  account f o r  a c tio n s  as w e l l  as to  d e sc r ib e  them , he 
n e v e rth e le s s  can o n ly  re p o r t such m otives and causes as he 
a c tu a l ly  knows. The poet on the  o the r hand must p ro v id e  a t  a l l  
tim es s u f f ic ie n t  and adequate m o tiv e s . I f  we ask : s u f f i c ie n t  
f o r  what? the  answer i s  c le a r ly :  s u f f ic ie n t  to  make c h a ra c te r  
and a c t io n  c o n v in c in g . I f  th e  s p e c ta to r is  g iven  enough i n ­
fo rm a tio n  about the  m o tives  le a d in g  up to  an a c t io n ,  he w i l l  
b e lie v e  i n  th a t  a c t io n ;  "Man ha t d ie  A b s ich te n  und M it  t e l  m it  
ih re n  F o lgen , und d ie  Folgen wiederum m it ih re n  neuen Folgen
1 Nachahmung ( Werke . Ill, p . 117; Ant.. , p . 115).
2 Gedanken ( Werke. Ill, p . 287; A n t. . p . 2 1 6 ). C f., to o , p . 272;
A n t . , p . 203: "Das T h e a te r............... i s t  w ie e ine  S c h ild e re y .........
d ie  manchmal uns d ie  Dinge in  g rb sse re r D e t t l ic h k e i t  z e ig t ,  
a ls  w ir  s ie  in  d e r N a tu r e rb lic k e n  konnen."
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zu v e r b ind  en. " I  I n  t h is  vay , sa id  S c h le g e l, i t  is  easy to  make 
th e  a c t io n  o f a drama p ro bab le : "Durch jeden  Sprung h ingegen , 
den ic h  begehe, wenn ic h  etwas ohne Ursacbe geschehen la s s e , 
verursache ic h  e ine  U n w a h rs c h e in lio h k e it."2  I f  we w ish  to  seek 
te x tu a l  p a r a l le ls  to  prove the  in t im a te  connec tio n  betv/een 
S ch leg e l*s  la te r  essays on drama and h is  g e n e ra l im i t a t io n  th e o ry , 
no b e t te r  example can be found than the  sentence ju s t  quo ted .
I t  is  a l i t e r a l  t r a n s la t io n  in t o  d ra m a tic  term s o f the  p r in c ip le  
re fe r re d  to  above -  th a t  d is s im i la r i t y  o n ly  ensues when fa ls e  
p ro p o rt io n s  are in tro d u c e d ; and th e  p a r a l le l  appears even more 
s t r ik in g  when we r e c a l l  the  i l l u s t r a t i o n  g iv e n  i n  the  e a r l ie r  
essay: "Wenn aber de r Ma1er an d ieses B ru s tb i ld  u n m it te lb a r  
d ie  Fusse anmalen w o l l t e ,  und d ie  U brigen T e ile  des Le ibes 
aussen l ie s s e ;  so wurden w ir  d ie  U n a h n lic h k e it so g le ic h  gewahr 
w erden ."3
The s p e c ta to r o f  drama i s ,  th e n , to  be convinced by a s t r i c t  
adherence to  p r o b a b i l i t y .  But p r o b a b i l i t y  o f  what kind? C le a r ly  
no t o f an e x te rn a l k in d . E xam ina tion  o f S ch leg e l*s  tre a tm e n t 
o f medium re ve a le d  th a t  he re je c te d  standards o f "a u s s e r lic h e  
M o g lic h k e it"  f o r  a r t ;  th a t  he re fu s e d  to  a p p ly  c r i t e r ia  o f 
everyday p r o b a b i l i t y  to  fo rm . What he demands i s  p r o b a b i l i t y  
w ith in  the  fo rm , ca u sa l p r o b a b i l i t y  o f the  s t r i c t e s t  k in d .  This 
is  s ta te d  q u ite  p la in ly :  "B ine  Begebenheit i s t  a lsdann w ahr- 
s c h e in l ic h ,  wenn s ie  ih re  zure ichende Ursache h a t . "4 Nowhere 
perhaps do S c h le g e l’ s views so m arked ly  c o n tra s t w ith  those  o f 
G ottsched as on th is  much d iscussed  q u e s tio n  o f p r o b a b i l i t y .
And, s ince  in  th a t  p e r io d  the a t t i t u d e  o f a w r i t e r  tow ards such 
th in g d  as r u le s ,  co n ve n tio n s , the  use o f h is t o r ic a l  m a te r ia l ,  
la rg e ly  depended on h is  v ie w  o f the  r e la t io n  between a r t  and 
p r o b a b i l i t y ,  i t  is  n o t s u rp r is in g  to  f in d  th a t  on these and on 
o the r k in d re d  q u es tions  the  o p in io n s  o f m aster and p u p i l  shew 
co n s id e ra b le  d iv e rg e n c e .
1 Nachahmung (Werke. I l l ,  p . 117; A n t. . p . 115 ). C f. Wurde 
und M a ie s ta t (Y ferke. I l l ,  p . 219; A n t. . p . 1 7 l)  where 
S ch le g e l t e l l s  us th a t  the  hero  moves us by e x p la in in g  
th e  reasons fo r  what he fe e ls .
2 Gedanken (Werke. I l l ,  p . 282; A jn t. .  p . 2 1 2 ).
3 Nachahmung (YfejrM. H I ,  p . 117; M t» »  P# H 6 ) .
4 Gedanken (Yferke. I l l ,  p . 282; A n t. , p . 2 1 2 ).
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Rules and P r o b a b i l i t y .  From the  o u ts e t S c h le g e l’ s 
a t t i t u d e  to  ru le s  -vvas bound to  d i f f e r  fro m  G ottsched*s 
because o f the  re lia n c e  which he p laced on h is  own e xp e rie n ce .
In  h is  f i r s t  a r t i c le  he admonishes S traube to  t r u s t  th e  
evidence o f h is  own fe e l in g .  The la t t e r  had a p p a re n tly  con­
fessed to  a love  o f verse w hich  extended even to  comedy in  
v e rs e , and h is  a tta c k s  on th a t  fo rm  were based s o le ly  on 
re s p e c t f o r  " r u le s " ,  in  p a r t ic u la r  f o r  the  canon o f p r o b a b i l i t y .  
S ch leg e l urges th a t  a judgment thus a r r iv e d  a t  by a p r io r i  
reason ing  i s  u n te n a b le , when a l l  the  e m p ir ic a l evidence o f 
one’ s own re a c tio n s  argues a g a in s t i t ;  "B is  d iese  Stunde kann 
ic h  a l le  Griinde, d ie  S ie w id e r d ie  Ccsnbdie i n  Vers en v o r -  
gebrae h t haben, f u r  n ic h ts  anders a ls  f u r  c r i t is c h e  Gewissens- 
s c ru p e l ansehen, so lange s ic h  d ie se  Empfindung b e i ihnen  
f i n d e t . " I  I t  seems l i k e l y ,  he goes on, th a t  most people who 
r e je c t  comedy i n  ve rse  have reached the d e c is io n  i n  a s im ila r  
way, by ig n o r in g  t h e i r  own fe e l in g  and ta s te .
I n  th e  Abhandlung von de r Nachahmung. S c h le g e l, as we saw, 
had reco u rse  to  e m p ir ic a l methods to  shew th a t  p leasu re  i s  the  
c h ie f  purpose o f a r t .  In  the  essay on comedy in  verse  he revea ls  
the  process by w hich  he a r r iv e d  a t  a c le a re r  u n de rs tan d in g  o f 
th is  p le a s u re ; "D a s je n ig e , was w ir  von d e r N atur unsers 
Vergnugens sagen konnen, haben w ir  aus d e r E rfah rung  s c h li  essen 
mus8en, indem w ir  a ch t gegeben haben. was uns d iese  oder iene 
angenehme oder unangenehme B kpfindung ve ru rs a c h e t h a b e ."2 l/Vhile
f u l l y  re c o g n is in g  th a t  S ch lege l owed much t o  French so u rces , 
th e re  seems no reason to  doubt the  t r u t h  o f h is  own w ords. Both 
h is  cho ice  o f examples and th e  coherence o f h is  th e o ry  as a whole 
suggest a fu s in g  o f ideas as th e y  passed th ro ugh  the  a lem b ic  o f 
h is  own e xp e rie n ce , ra th e r  th a n  th e  mere a r b i t r a r y  o rd e r in g  o f 
them u n t i l  they  were fo rc e d  in t o  a system . I t  was no t o n ly  f o r  
he lp  in  u n de rs ta n d in g  the  na tu re  o f a r t  and i t s  e f fe c ts  th a t  
S ch le g e l r e l ie d  on e xp e rie n ce . He was f i r m ly  convinced o f i t s  
va lue  i n  e s tim a tin g  the  m e r its  o f any in d iv id u a l  work o f a r t ;
" % r  konnen eben so s ic h e r von de r Schbnhe it e in e r  Sache aus 
dem Vergnugen, das s ie  den m e is te n  Leuten zuwege b r in g t
1 Uber d ie  Gomodie (Yferke. I l l ,  p . 86; A n t . . p . 2 2 ) .
2 I b i d . . p . 83; A n t . , p .  19.
113.
u r th e i le n ,  a ls  w ir  s ie  aus den RegeIn e rke n n e n ."^  Thus in  h is  
e a r l ie s t  w ork experience  and d ir e c t  a p p re c ia t io n  have a t  le a s t  
as much v a l i d i t y  f o r  him as r u le s -
The p o s it io n  by the  tim e  he w r ite s  h is  la s t  w ork i s  funda­
m e n ta lly  unchanged, a lth o u g h  S ch le g e l is  now more open ly in to le r a n t  
o f p e d a n tic  methods. He now makes s c o rn fu l re fe re n ce  to  works 
produced i n  th e  " S tu d i era tube " ,  and mocks a t  a tte m p ts  to  concoct 
dramas "nach Recepten, w ie das Frauenzimmer se in e  Puddings 
m a c h t."^  The Danes i n  t h e i r  new th e a t r ic a l  e n te rp r is e  a re  to  
f in d  the  k in d  o f drama b e s t s u ite d  t o  t h e i r  ta s te  by a process 
o f t r i a l  and e r r o r ;  and, a lth o u g h  t h ^  may w e l l  b e n e f it  by the  
d ra m a tic  th e o ry  and c r i t i c is m  o f o th e r n a t io n s , th e y  must a v o id  
fo l lo w in g  them s la v is h ly .3
Th is  b e l ie f  i n  th e  v a l i d i t y  o f h is  own experience  p ro ba b ly  
he lped to  make him  c r i t i c a l  o f th e  w ho lesa le  im p o r t in g  o f French 
p ro d u c ts , and a b le  to  draw  a f in e  d is t in c t io n  between what was 
r e a l l y  d e se rv in g  o f s tudy  and im i t a t io n  and what was w o rth le ss  
or i l l - s u i t e d  to  th e  German p e o p le .^  A g a in , when c o n s id e r in g  
th e  v a lu e  o f d i f f e r e n t  aspects o f d ra m a tic  fo rm , he makes 
co n s ta n t appea l t o  th e  c r i t e r io n  o f  e x p e rie n c e . H is  acceptance 
o f c e r ta in  fe a tu re s  and h is  r e je c t io n  o f o th e rs  a re  by no means 
a r b i t r a r y ;  ^ he i s  gu ided th ro u g h o u t by h is  in to le ra n c e  o f the  
p u re ly  m echan ica l a p p l ic a t io n  o f r u le s .  Hence such th in g s  as 
the r u le  o f thumb procedure f o r  d iv id in g  a p la y  in t o  a c ts  
become the  ta rg e t  f o r  h is  sha rpes t s a t i r e ;  "D ie  a H e r le ic h tes te
1 I b i d .
2 Gedanken (Y ferke. I l l ,  p . 265; Ant * * P* 1^7).
3 I b i d . .  p . 262; A n t . . p . 194.
4 I b i d . ,  p . 296; A n t . , pp . 224 , 225.
5 A n to n ie w icz  (o p . . c i t . ,  p .  LXIV) th in k s  d i f f e r e n t ly .  H av ing , 
i n  my v ie w  w ro n g ly , assumed S ch le g e l*s  na rrow  adherence to  
th e  r u le  o f u n it y  o f p la c e , he c o n tin u e s ; " I n  zwei anderen 
Punkten z e ig t  e r  dagegen sohon f r e ie r e  Anschauungen", and 
proceeds to  S ch leg e l*s  tre a tm e n t o f th e  monologue and the 
a s id e . He assumes th a t  S ch lege l*s  view s on th e  u n i t ie s  and 
h is  view s on monologues and as ides are  u n re la te d ; th a t  on 
th e  one q u e s tio n  he rem ained b l in d ly  c o n s e rv a tiv e , s la v is h ly  
fo l lo w in g  French a u th o r i t ie s ,  w h ile  on the  o th e r he, f o r  some 
reason , shewed co n s id e ra b le  in s ig h t  and c r i t i c is e d  these 
same a u th o r i t ie s .
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A r t  e in  S tu ck  von gegabner Grosso i n  5 Aufzuge zu th e i le n ;  
i s t ,  w ie man e ine  L i n ie  i n  5 Thai le  so h n o id e t. Das S tuck 
w ird  e r s t  gemaoht, a ls  wenn es e in e n  e in z ig e n  Aufzug haben 
s o l l t e ,  und d ie  Personen des vorhergehenden A u f t r i t t s  se hen 
a l le z e i t  d ie  Personen des fo lgenden  kommen. H ie ra u f z a h le t 
man d ie  V erson, und nimmt i n  j  eg l i e  hen A u f zug unge fah r so 
v i e l  a ls  in  den addern , nu r dass d e r A uf zug s ic h  n ic h t  m it te n  
im  A u f t r i t t o  a n fa n g t. Hernaohmalen s c h re ib t  man zw eyta, 
d r i t t e ,  v ie r t e  , H an d lung .. ..d a z u . Und d iese  A r t  e in  S tuck  
i n  Aufzuge zu th e i le n ,  i s t  n ic h t  ohne Exempel. Der A b t von 
Aubignao se lb e r ha t d ie s e Ib e  sohon gerUhmot, w ie  w ohl e in  
wenig v e ra n d e r t.  Der Poet nimmt s ic h  v o r ,  e ine  gewisse A nzah l 
Verse zu machen, und wenn e r den 5 ten  T h e il  davon f o r t i g  h a t ,  
nennt e r es e inen  Auf z u g ."1  S im ila r  tre a tm e n t i s  accorded to  
the  ru le  o f  n o t le a v in g  the  stage em pty. The measure o f 
S o h le g e l’ s sco rn  is  th e  v e ry  scant a t te n t io n  p a id  to  t h is  
famous r u le .  A p a rt fro m  the  re fe re n ce  i n  the  passage ju s t  
quoted o n ly  one in d i r e c t ,  b u t none th e  less  b i t i n g ,  comment;
" M i t t  1er we l i e  kann Herodes in  dam Zimmer a u f und ab s p a z ie re n , 
Oder wie a u f unserm S chaup la tz  n ic h t  ungew bhn lich  i s t ,  ohne 
Ursache abgehen, und h e r nach aus d e r Ursache w ie  do rk  ommen, 
s ic h  den V e r la u f de r Sache von den Zuschauern und sonst n irg e n d s  
anders e rza h le n  zu la s s e n ."2
The same m o tive  loads him to  r e je c t  c e r ta in  c o n v e n tio n a l 
fe a tu re s  in  th e  c o n te n t o f Prenoh drama. Thus th e  in o rd in a te  
p i l i n g  up o f love  in t r ig u e  comes i n  f o r  some w i t t y  c r i t i c is m .
Not th a t  S ch le g e l was averse to  love  as a theme f o r  drama, b u t 
he r i g h t l y  f e l t  th a t  i n  many French p la y s  the  lo v e - in te r e s t was 
no longe r used as r e a l  d ra m a tic  m a te r ia l ,  b u t had become ' 
s te re o typ e d  in t o  co n v e n tio n , and was l i t t l e  more than  a 
m echan ica l means o f co n duc ting  the  in t r ig u e .  The so le  in t e n t io n  
was a p p a re n tly  to  ge t as many peop le  as p o s s ib le  in t o  the  r i g h t  
p a ir  o f arms in  A c t V . S ch leg e l ach ieves  one o f h is  bes t s a t i r i c  
e f fe c ts  by l e t t i n g  Regnard in  th e  Totengesprache b la ta n t ly  adm it 
th is  to  be h is  purpose;
Regnard. So h a tte  ic h  n ic h t  me h r ,  a ls  e ine  H e ira th  i n  e ine  
Ccsnbdie b r in g e n  s o lle n ?  D ieses habe ic h  m ir  s e lte n  
naohsagen la s s e n . Wo es n ic h t  anders angegangen i s t .
1 K la is  Herodes (Yferke. I l l ,  pp . 14, 15; A n t . . p . 4 0 ) .  C f. 
G o ttsched ’ 3 re c ip e  (C .D .. 1737, p .  674) w h ich  S ch lege l 
must s u re ly  have had i n  m ind .
2 I b i d .
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habe ic h  w enigstens e ine  H e ira th  zwisohen dem H errn 
und de r Jungfe r und e ine zwisohen dem D ie ne r und de r 
B ed ien ten  g e s t i f t e t .
D e m o krit. Du b is t  f u r  das m ensohliohe G eschleoht sehr b e s o rg t.
R egnard.D ie L iebe  i s t  auch w ir k l ic h  e in e  n u tz l ic h e  Sache a u f
dem T h e a te r. Sie m acht, dass es den Poeten ohne grosses 
Nachsinnen n iem als an M a te ria  f e h le t ,  se ine  A u f t r i t t e  
a u s z u fU lle n . " !
I t  was no t o n ly  in  comedy th a t  the  f ig u re s  were thus  moved about 
as on a chessboard , a l l  c o n s id e ra tio n s  o f m o tive  and c h a ra c te r 
fo r g o t te n .  S ch le g e l w rote  to  h is  b ro th e r ;  "D ie  fra n z b s is c h e n  
Romanverwirrungen he rrsche n  auch i n  ih re n  T rago d ien , und d iese  
le tz te n  sche inen e in  Zusammenhang von la u te r  L ie b e se rk la ru n g e n  
zu s e y n . . . . . .  H ie rub e r w ird  de r C harakte r ganz ve rgessen .
He may w e ll  have had i n  m ind tra g e d ie s  o f the ty p e  o f Pradon’ s 
La T roade. Q reste e t  Pvlade by De la  Grange-Chance1 or D idon 
by Le Franc Pompignan,3 w h ich  have re c e n t ly  been suggested as 
more l i k e ly  sources o f h is  own a d a p ta tio n s  than th e  c la s s ic a l  
o r ig in a ls .4 De la  Grange-Chance 1 ’ s p la y  has, f o r  in s ta n c e , no 
few er than fo u r  separa te  love  " in t e r e s t s " ,  a new c h a ra c te r , 
queen T h o m ir is , be ing  in tro d u c e d  to  p ro v id e  an op p o s ite  number 
to  Qreste and a fu r th e r  c o m p lic a tio n  i n  th e  p lo t .
A no the r m echan ica l d e v ice  w hich S ch leg e l c r i t i c is e d  was the  
in c lu s io n  o f th e  in e v i ta b le  s e rv a n t, a dunmy f ig u r e  n o t cons ide red  
w o rthy  o f c h a ra c te r is a t io n ,  o fte n  a mere sound ing-board  f o r  h is  
m a s te r ’ s w i t .  To D em okrit*s  o b je c t io n  th a t ,  s ince  he w ished to  
f le e  hum an ity , he would have been u n l ik e ly  to  ta ke  a se rva n t w ith
1 D em okrit (W erke. X I I ,  pp . 118, 119; A n t . . p . 6 4 ).
2 Uber d ie  T ra u e rs p ie le  d e r A lte n  ( Werke . I I I . p . 209; A n t . . p .  6 ) .
3 Pradon, la  T roade. 1695; De la  Grange-Chance 1, Oeuvres. P a r is  1718; 
Le Franc Pompignan, D id  on. P a ris  1734.
4 C f. H. Buenemann, E lia s  S ch leg e l und W ieland a ls  B e a rb e ite r 
a n t ik e r  T ra g o d ie n . L e ip z ig ,  1928.
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h im , Regnard makes the fo l lo w in g  answer; "Uber d ieses  m îisset 
i h r  w issen , dass es n ic h t  Gebrauch bey uns i s t ,  e inen  H erren 
a u fz u b rin g e n , der ke inen  D iener h a t te ;  w e l l  uns a l l z u v ie l  
G e legenhe it aus den Banden g ienge , lu s t ig e  Dinge zu sagen.
S ch lege l re tu rn s  to  the  s u b je c t a g a in  in  the  Gedanken ; "Der
E n g e lla n d e r s ie h t  d ie  T h o rh e ite n  de r v e rg e s to l l te n
Personen e in ,  ohne dass e r  d ie  G lossen der Bed ien ten  darzu 
n o th ig h a t . "2
A l l  t h is  c r i t i c is m  i s  d ire c te d  a g a in s t those  idio viewed 
th e  making o f drama as th e  p u re ly  m echan ica l m a n ip u la t io n  b f 
m a te r ia l u n t i l ,  by hook or by c ro o k , i t  com plied -  i n  appearance 
a t  le a s t -  w ith  c e r ta in  ru le s  and fo llo w e d  an accepted  
p a t te rn .  S ch le g e l d id  n o t w is h  to  see ru le s  o b tru d in g , b u t 
t re a te d  so th k t  th ey  form ed an o rgan ic  p a r t  o f th e  w hole; so 
b lended w ith  th e  co n te n t th a t  they  seemed i t s  n a tu ra l fo rm .
W ith  re fe re n c e  to  the  e x p o s it io n  he says; "W ir haben e ine  R ege l, 
dass man g le ic h  zu Anfange e ines  Stuckes den S cha u p la tz , d ie  
P erson, d ie  da re d e t ,  und d ie  l& stande  w orinnen s ie  s ic h  
b e f in d e t ,  so v i e l  m b g lich  i s t ,  entdecken s o i l . "3  I n  th e  le t t e r  
to  h is  b ro th e r he re v e à ls  what he cons ide red  to  be th e  id e a l  
way o f a p p ly in g  th is  r u le ;  " I n  dem P h ilo k te te s  saget U lysses 
dem Neoptolem us, dass e r  a u f d e r In s e l  Lemnus sey , und d a rin n e n  
i s t  s e in  C harakte r a u f e ine  u n v e rg le ic h lic h e  A r t  i n  A ch t
ge nomme n  .U lysses war e in  Mann, de r i n  se inen  Unternehmungen
uberaus v e rs te c k t war; e r kannte das Feuer des jungen Neoptolem us, 
und eben deswegen h a tte  e r a l lé s  vo r ihm  geheim g e h a lte n , b is  
s ie  a u f de r I n s e l  ankamen, da e r ihm e r s t l i c h  e n td e o k t, wo s ie  
hingekcmmen, wen s ie  suchen und was e r zu thun  habe ."4 Thus 
fro m  the  f i r s t  he adm ires th a t  type  o f e x p o s it io n  w h ich , w h ile  
s e rv in g  i t s  te c h n ic a l purpose o f conveying  a l l  necessary 
in fo rm a t io n  to  th e  s p e c ta to r ,  y e t appears to  serve no o th e r 
than  the  re v e a lin g  o f c h a ra c te r ,  and form s an in t e g r a l  p a r t  
o f th e  a c t io n .  I n  h is  la s t  work th e  un de rs ta n d in g  w hich  he had 
thus  e a r ly  expressed as d i r e c t  a p p re c ia t io n  i s  fo rm u la te d  in t o  
a maxim; "E n d lic h  g e hb rt auch d ieses zu den nothwendigen Kienn- 
ze iohen  e ines gu ten  S tuoks, dass de r V e rfa sse r b e s ta n d ig  d a rin n e n  
an d ie  Zuschauer gedaoht habe, dass e r aufmerksam gewesen se y .
1 D em okrit (Yferke. I l l ,  pp . 118, 119; Ant-. , p . 6 4 ).
2 Gfidanken (Yferke. I l l ,  p .  264; A n t . ,  p .  196).
3 K la is  Herodes (Yferke. I l l ,  p . 8; A n t . . p . 3 4 ) .
4 Uber d ie  T ra u e rs p ie le  de;r A lte n  (Werke_. I l l ,  p . 207; A n t. . p . 4 )
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a i le s ,  m a  zur Handlung g e h o rt, ih n a n  a u f das d e u t l ic h s te  
uûd o rd o n t l ic h s te  zu e rza h le n ; ihn e n  zu b o r ic h to n ,  was f u r  
Per8onen s ie  v o r s io h  sehen, und an welohem Qrte d ie s e lb e n  
e rsch e in e n ; nnd dass e r g le io h w o h l s io h  n ic h t  mer ken la s s e , 
a ls  ob e r w is s e , dass Zusobauer zugegen s in d . * l
But nowhere i s  S ch le g e l*s  d is l i k e  o f th e  observance o f 
the  l e t t e r  ra th e r  th a n  the  s p i r i t  o f ru le s  more c le a r ly  re ve a le d  
th a n  in  h is  tre a tm e n t o f the  u n i t ie s  o f tim e and p la c e . H is 
a t t i t u d e  to  t h is  a l l - im p o r ta n t  fe a tu re  o f th e  re g u la r  drama 
which G ottsched wished to  p o p u la r is e , has never been s a t is -  
f a o t o r l l y  a n a lyse d . The Sedanken zu r Aufnahme e lnes  dan isftheg  
Theaters p resen ts  l i t t l e  d i f f i c u l t y ,  i t s  tone  b e in g  s t r a ig h t ­
fo rw a rd  and s e r io u s . I t  i s  the  e a r ly  essays, p a r t ic u la r ly  the  
re v ie w  o f K la j^ s  Her odes. which have g ive n  r is e  to  m is­
apprehens ion .
L ike  R egnard 's Démocri t e . K la j 's  p la y  serves as a peg on 
w hich to  hang c r i t i c is m  o f c e r ta in  fe a tu re s  o f French p la ys  
and o f contem porary German im i t a t io n s .  S ch le g e l i s  a l l  th e  
tim e  t i l t i n g  a t  th e  French and t r y in g  to  shew th a t  an e a r ly  
German p la y ,  which th e y  would c e r ta in ly  r id ic u le  and condemn, 
i s ,  when a n a lyse d , no fu n n ie r  th a n  many o f t h e i r  own. The 
tone th ro u g h o u t i s  s a t i r i c a l .  A n to n ie w ic z , however, assumes 
th a t  i n  one s in g le  passage -  th a t  concern ing  u n i t y  o f p lace  -  
S ch le g e l drops th e  i r o n ic a l  tone and makes c e r ta in  p e r fe c t ly  
s e r io u s  p ro p o s a ls .^  N ot o n ly  i s  i t  u n l ik e ly  th a t  he would do 
t h is  w ith o u t i n  some way w arn ing th e  re a d e r o f the  change,
-  and even the most c a re fu l  re a d in g  re v e a ls  no s u b tle  nuance 
in  tone - ,  b u t such an in t e r p r e ta t io n  presupposes a t o t a l l y  
unaccoun tab le  lapse  on S ch le g e l*s  p a r t  fro m  th e  stand ta k e n , 
no t o n ly  i n  t h is  essay, b u t i n  o the rs  w r i t te n  about th e  same t im e .
I n  th e  passage in  q u e s t io n ,^  S ch leg e l suggests t h a t ,  to  
m in im ise  somewhat the  d i f f i c u l t i e s  o f p ro d u c t io n , p la ys  should  e ith e r  
be w r i t t e n  w ith  one k in d  o f s e t t in g ,  or e lse  they  shou ld  g ive  
such vague in d ic a t io n s  o f th e  s e t t in g  th a t  any scenery w hich 
m igh t be to  hand would se rve , ” w ie man denn von d ie s e r le tz te n  
A r t ,  von unsern  H e rrn  Nachbarn den Franzosen, Stucke h a t . ”  He 
c o n tin u e s ; ” Bs konnte d ieses dwm Poeten n ic h t  schwer warden, denn 
e r d u r f te  nur gar an den Q rt n ic h t  denken wo d ie  Handlung v o r -  
g ie n g e .”  Besides h e lp in g  th e  a c to rs ,  t h is  would make i t  e a s ie r
1 Gedanken (W erke. I l l ,  p . 292; A n t . . p .  2 2 0 ).
2 A n to n ie w ic z , op. c i t . . L X I I I .
3 K la is  Her odes (Werke. I l l ,  pp. 11, 12; Aût»» PP» 37, 3 8 ).
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f o r  th e  d ra m a tis t  to  observe the  u n i t y  o f places "Wean man 
e in e n  Schaupla tz n ic h t  f u g l ic h  an e inen  e in z ig e n  Q rt b r in g e n  
kanns so gedenket man gar n ic h t  d a ran , dam it der Zusohauer 
auch n ic h t  daran denken moge; ob es g le ic h  in  de r M ahlerey 
z ie m lic h  w u n d e rlic h  aussehen m ochte, wenn man e ine n  Menschen 
im  Schweben m a h lte , und ke inen  Ckt dazu z e io h n e te , wo e r s io h  
b e fa n d e .”
That the  passage is  s a t i r i c a l  would seem to  re q u ire  no 
f u r th e r  d e m o n s tra tio n , e s p e c ia lly  i n  v ie w  o f th e  i r o n i c a l  
e f f e c t  ach ieved by the  tw ic e  r e ite ra te d  sta tem ent : "Und so 
habe ic h  g e z e ig e t, dass unser E la j d ie  B in h e it  des Qrtes 
e rh a lte n ,  wenn es g le ic h  n ic h t  bey dem e rs te n  A n b lic k e  des 
Stuckes in  d ie  Augen f a l le n  s o l l t e . "  A n to n ie w ic z , however, 
assumes th a t  i t  i s  se rio u s  and, ju d g in g  S ch le g e l*s  source to  
be C o r n e i l le ’ s D iscou rs  dea t r o is  u n i t é s makes the  fo l lo w in g  
comment; " I n  jenen  Jahren gab i n  so lchen  Fra gen f u r  S ch leg e l 
e ine  A u to r i t a t  w ie  C o rn e ille  noch b e g re if l ic h e rw e is e  den 
A ussch la g . Auch mus sen w ir  n ic h t  ve rgessen , dass e r damais 
noch m it h a lb e r Seele w en igstens e in e r  Schule a n ge h o rte , d ie  
ih re n  ganzen S to lz  d a re in  s e tz te ,  m echan ische, im  Grunde 
u n e rre ich b a re  K un s tre g e ln  m o g lic h s t zu v e rw ir k l ic h e n ,  und 
deren O ^ rh a u p t u n za h lig e  Male d iese  E in h e it  a ls  e in e  der 
h e i l ig s te n  K u n s treg e ln  a u fs e in d r in g l ic h s te  anem pfah l. Welche 
Wandlung i n  S c h le g e l*s  A n s io h te n  gerade in  d ie s e r  Frage vo r 
s ic h  gegangen, warden w ir  aus den Gedanken zur Aufnahme des 
dan ischen  Theaters e rse h e n ."2
This la s t  rem ark i s  p a r t ic u la r ly  s tra n g e , f o r  i n  th e  la t e r  
essay S ch leg e l co n tinues  v e ry  much on th e  l in e s  o f the
e a r l i e r .  And, in d e e d , A n to n ie w icz  h im s e lf ,  when he examines 
the  view s o f th e  Gedanken. q u ite  r i g h t l y  p o in ts  ou t th a t  they  
a re  foreshadowed in  th e  e a r l ie r  essays; and n o ta b ly ,  he says , 
i n  th e  re v ie w  o f Her odes. 3 But he confuses the  is s u e  s t i l l
1 P . C o rn e i l le ,  D iscou rs  des t r o i s  u n i t é s . O euvrer par 
M. Ch. M arty -Laveaux, P a r is ,  1862, I ,  pp . 117 f f #
2 A n to n ie w ic z , op . c i t . . L X I I I ,  XXIV.
3 I b i d . . C IX I I ,  C IX X II I .  I n  t h is  passage A n to n ie w icz  
d i r e c t ly  c o n tra d ic ts  what he had s a id  above ( IX IV ) .
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f u r th e r  and m a in ta in s  th a t  a lre a d y  i n  the  Sohreiben uber d ie  
Camodie i n  Versen S ch le g e l had no ted  the  u n it y  o f p lace as an 
o ffence  a g a in s t p r o b a b i l i t y .  Now n o t o n ly  does such a rem ark 
d is t o r t  S c h le g e l*8 argument in  th a t  p a r t ic u la r  essay ,^  b u t i t  
rende rs  him  g u i l t y  o f the  most f la g r a n t  in c o n s is te n c y . The 
Sohreiben uber d ie  Camodie was w r i t te n  in  1740, the re v ie w  o f 
Herod8^ i n  1741. I f  we accept A n to n ie w icz *  in t e r p r e ta t io n ,  i t  
would mean th a t  S c h le g e l, who in  a l l  e lse  is  m ost c o n s is te n t ,  
f i r s t  c r i t i c is e d  u n it y  o f p lace  as im probab le  and th en  i n  th e  
next y e a r , i n  an o th e rw ise  i r o n ic a l  p iece o f w r i t in g ,  s e r io u s ly  
defended n o t o n ly  th e  r u le  i t s e l f ,  b u t a l l  th e  m a n ifo ld  
im p ro b a b i l i t ie s  in c u r re d  by a tte m p ts  to  ge t round th is  r u le  
and to  evade i t !
I t  i s  s c a rc e ly  i r r e le v a n t  to  wonder why A n to n ie w icz  
supposed th a t  th is  p a r t ic u la r  passage, ra th e r  tha n  any o th e r , 
was s e r io u s  and n o t i r o n i c a l .  îi/hy n o t the  re fe re n c e s  to  
as ides and monologues? I n  t h is  co n ne c tio n  S ch le g e l f i r s t  
g ives  examples o f K l a j ’ s ru n n in g  commentary on th e  em otions 
experienced  by h is  c h a ra c te rs , and then  adds; "H ie r  s ie h t  
man a u g e n s c h e in lic h , was es f u r  Nutzen b r in g e n  wurde, wenn 
der V e rfa sse r des T ra u e rs p ie ls  s e lb e r  i n  e in e n  M n k e l des 
Theaters t r e te n  und zuw e ilen  reden  w o l l te .  % e  v i e l  Monologen 
und w ie v i e l  "b e y s e ite "  wurde e r e rsp a re n , d ie  e r  se inen  
Per 8 onen in  den iâind zu le  gen p f le g t ,  und an denen s ic h  d ie  
E u n s tr ic h te r  so unm ensch lich  r e ib e n ." 2  In  th is  case A n to n ie w icz  
is  c o n te n t to  assume th a t  the  in t e n t  i s  s a t i r e .  I n  o th e r 
w ords, S c h le g e l, who a couple o f pages be fo re  was w ie ld in g  the 
most G o ttsched ian  argum ents, i s  now opposing h is  m a s te r. 
A n to n ie w icz  i s  n o t p e rtu rb e d  by such a change o f f r o n t ,  because 
he a p p a re n tly  co n s id e rs  S c h le g e l’ s a t t i t u d e  i n  each case to  
be w h o lly  a r b i t r a r y  and n o t de te rm ined  by any s in g le  v ie w  o f a r t
1 As has a lre a d y  been shewn ( p . 92  above ), S c h le g e l’ s rem ark 
th a t  " u n i t y  o f p la c e "  is  im probab le  was n o t in tend ed  as a 
c r i t i c is m .  I n  th e  essay on comedy in  ve rse  he was n o t 
concerned w ith  th e  m e r its  or d e m e rits  o f th e  u n i t ie s  b u t 
w ished to  shew th a t  " e x te r n a lf  p r o b a b i l i t y  i s  a c r i t e r io n  
w hich  cannot be a p p lie d  to  the  form s and conven tions  o f a r t .  
He th e re fo re  l i s t s  v a r io u s  aspects  o f drama w h ich , judged 
by o rd in a ry  s ta n d a rd s , must appear im p ro b a b le , and u n it y
o f p la ce  i s  among th e s e .
2 K la is  Her odes (W erke. I l l ,  p .  17; A n t. . p . 4 2 ) .
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A passage in  D e m o k rit. a ls o  w r i t te n  i n  1741, c le a r ly  re fu te s  
the  assum ption th a t  S ch lege l was se r io u s  when, in  th e  essay on 
Herodes . he suggested methods to  evade th e  r u le  o f u n i t y  o f p lace 
w h ile  o s te n s ib ly  ob se rv in g  i t .  There A r is to p h  accuses Regnard: 
"Du h a s t das Theater n ic h t  nu r e in m a l, w ie du v o rg ie b s t ,  sondern 
sehr o f t  v e rw a n d e lt, und man w eis o f t  n ic h t ,  ob de r Q rt zu denen 
Per8onen, d ie  a u f dem Theater e rsch e in e n , oder d ie  Personen zu 
dem Qrte gehen, oder ob de r Q rt und d ie  Personen e inander e n t-  
gegen kommen."^
But th e  most s e r io u s  weakness o f A n to n ie w ic z * v ie w  is  th a t  
i t  takes no account o f S ch leg e l*s  l e t t e r  t o  h is  b ro th e r (1739). 
This has th e  advantage o f b e in g  u n q u e s tio n a b ly  s e rio u s  in  to n e .
In  i t  S ch le g e l expresses h is  a d m ira tio n  o f th e  way in  w hich 
Sophocles c o n tr iv e s ,  t n  th e  most p robab le  and n a tu ra l way, to  
in tro d u c e  such a v iv id  d e s c r ip t io n  o f the  scene th a t  the  reader 
fe e ls  h im s e lf  tra n s p o r te d  t h i t h e r ;  and he c r i t i c is e s  th e  am ission 
o f any re fe re n ce  to  the  s e t t in g  in  contem porary German and French 
p la ys  I " S ta t t  dass w ir  je tz o  i n  unsern T ragod ien  uns begnügen 
la s 8en , etwan e in  Gemach v o rz u s te l ie n ,  wenn das G luck noch gu t 
i s t .  Denn d ie  m e is te n , auch d ie  fra n z o s is c h e n  s ind  so e in g e - 
r i c h t e t ,  dass s ie  eben so wohl in  e in e r  Scheune a ls  i n  einem 
Gemach konnte n v o r gegangen seyn; so we n ig  i s t  d a rin n e n  des 
Theaters gedaoht. " 2  Canmenting on the  absence o f s ce n ic  des­
c r ip t io n  in  the  tra g e d ie s  o f Racine who, in  o th e r re s p e c ts , 
commands h is  warmest a d m ira t io n , S ch leg e l c o n tra s ts  th e  v iv id  
im press ions  conveyed by the  Greeks and t ra n s la te s  f o r  h is  b ro th e r 
th e  opening l in e s  o f Sophocles’ E le c t r a t "Sohn des Agamemnonsl 
H ie r  s ie h s t  du e n d lie h  vo r d i r ,  was du lange gewunscht h a s t.  
D ieses i s t  das a l t e  A rgos , wohin du d ic h  gesehne t. H ie r  i s t  de r 
Eayn d e r rasenden Jo; h ie r  de r ly c e is c h e  P la tz ,  w e lche r dem 
A p o llo  h e i l i g  i s t .  H ie r zur l in k e n  i s t  d e r beruhmte Tempe 1 de r
Juno Der he l i e  Glanz de r Sonne we eke t  schon d ie  Vogel zu
einem la u te n  Morgengesange a u f und d ie  d u s tre  Nacht h a t den 
Himmel v e r la s s e n ." ^
These rem arks cannot be ig n o re d  and th e y  make i t  seem im­
p o s s ib le  th a t  S c h le g e l should have been s e r io u s  iidien he suggested 
two yea rs  la te r  t h a t ,  i f  the  poet had d i f f i c u l t y  in  observ ing
1 D e m o krit ( ife rk e . I l l ,  p . 37; A n t . ,  p . 6 5 ).
2 Uber d ie  T ra u e rs p ie le  de r A l t  en (jferke.. I l l ,  p . 207; A n t . . pp. 4 ,  5)
3 I b i d . .  p . 208; A n t . . pp. 5 , 6.
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u n it y  o f p la c e , he should  s im p ly  r e f r a in  f r a n  th in k in g  o f any 
p lace  a t a l l  and be c o n te n t w ith  a c o lo u r le s s  background.
Ch th e  o th e r hand, the  passage in  Herodes. s a t i r i c a l  as i t  
i s ,  cannot be construed  as an a t ta c k  on the  r u le  i t s e l f ,  as a 
r e je c t io n  o f u n ity  o f p la c e . T h is  would mean th a t  S ch leg e l was 
e q u a lly  in c o n s is te n t  in  another d i r e c t io n .  For i n  the ccm parison 
o f Shakespeare and G rvnhius he undoub ted ly  deems the  o b se rva tio n  
o f the  u n i t ie s  to  be v e ry  im p o r ta n t.  Furtherm ore he never 
a tta c k s  or r e je c ts  them, n o t even in  the  works o f the  Copenhagen 
p e r io d . How, th e n , can one in t e r p r e t  t h is  d o u b t fu l  passage, so 
th a t  i t  n o t o n ly  f a l l s  i n  w ith  the  g e n e ra l tone  o f the  Herodes 
essay and makes th is  a con tinuous p iece  o f s a t i r i c a l  w r i t in g ,  
b u t a ls o  fo rm s an in t e g r a l  p a r t o f S ch leg e l*s  th e o ry  and does 
n o t c o n f l ic t  w ith  the  g e n e ra l tre n d  o f h is  though t?
The problem  becomes e a s ie r  o f s o lu t io n  i f  we remember th a t  
th e  u n it ie s  o f tim e and p lace  can be in te rp re te d  in  two d i f f e r e n t  
ways. They a re  now g e n e ra lly  a sso c ia te d  w ith  a h ig h ly - s ty l is e d  
fo rm  o f drama and f e l t  to  be conven tions  o f a v e ry  a r t i f i c i a l  
k in d . But th e  p e rio d  w h ich  f i r s t  saw th e i r  in t r o d u c t io n  in t o  
th e  th e a tre  was one marked by ra t io n a l is m  and a s in g u la r  la c k  o f 
im a g in a t io n . There was a tendency to  no te  and t o  c r i t i c i s e  
eve ry  d isc re p a n cy  between the  d ra m a tic  re p re s e n ta t io n  and r e a l i t y .
The u n it ie s  made i t  p o s s ib le  to  g ive  an a lm ost e xa c t e q u iv a le n t,  
and hence the  i l l u s io n ,  o f r e a l i t y .  "En le u r  v r a i  se n s ," says 
Ians  on, " e l le s  re p ré s e n te n t le  minimum de co n ve n tio n  q u ’ on ne
peut re tra n c h e r  dans la  re p ré s e n ta t io n  de la  v i e  l ’ é ta b lis se m e n t
des u n ité s  f u t  en r é a l i t é  une v i c t o i r e  du ré a lis m e  su r 
1 ’ im a g in a t io n . "  1 T h e ir  a u th o r i ty  d id  n o t even d e r iv e  fro m  
t r a d i t i o n ,  b u t frcm  re a son . "Je d is  que le s  rè g le s  du th é â tre  
ne sont pas fondées en a u to r i t é ,  mais en r a is o n , "  sa id  l ’Abbé 
d ’A ub ignao.2  The c o n s ta n t a ttem p ts  to  reduce th e  tim e  l im i t  fro m  
one day to  th e  fe w  hours occupied by th e  a c tu a l p re s e n ta t io n  are 
p ro o f of th e  d e s ire  f o r  p r o b a b i l i t y  w h ich  was behind the  whole 
movement. L a te r indeed th e  a p p l ic a t io n  o f the  u n it ie s  gave r is e  
to  m a n ifo ld  im p r o b a b i l i t ie s ;  and, i n  a tte m p ts  to  conform  w ith  the  
" r u le s " ,  th e  p r in c ip le  o f p r o b a b i l i t y  on w hich  th ey  were based 
was, p a ra d o x ic a lly  enough, p u t to  c o n fu s io n . I f  we w is h , however.
1 G. Lanson, H is to ir e  de la  l i t t é r a t u r e  f r a n ç a is e . P a r is ,  1906,
p . 416 .
2 H e d e lin , Abbé d ’A ub ignac , La P fa t io u e  du T h é â tre . P a r is ,  1657,
p p . 27 , 28.
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t o  understand th e  power and fa s c in a t io n  w hich  th e  u n i t ie s  
e x e rc is e d  f o r  so lo n g , we must remember th a t  the y  bore o the r 
f r u i t s  than  the r id ic u lo u s  p la ys  o f le t s e r  d ra m a t is ts ,  who 
were determ ined t o  observe them a t  the  co s t o f even th e  most 
f la g r a n t  im p r o b a b i l i t ie s .  Turned to  account by a p o e t, th e y  
a ls o  produced th e  s p e c ia l and e x q u is ite  p e r fe c t io n  o f the  
tra g e d ie s  o f R ac ine . We, to -d a y , may ask w hether these 
tra g e d ie s  are what they  a re  because o f ,  or i n  s p ite  o f ,  the  
u n i t ie s . But g e n e ra tio n s  n e a re r t o  Racine d id  n o t .  Tragedy 
and " ru le s "  here seemed one and in d i v i s ib le ,  in  such m a s te r ly  
fa s h io n  was th e  c o n te n t f i t t e d  to  the  " r u le s "  u n t i l  th e y  
b lended im p e rc e p tib ly  in t o  a un ique fo rm . When the  r e a l i s t i c  
im p lic a t io n s  o f th e  u n i t ie s  were fo r g o t te n ,  th e  power o f the  
example s t i l l  p re v a ile d .
N e v e rth e le s s , f o r  th e  c r i t i c ,  f o r  th e  r a t i o n a l i s t ,  th e  
aspects  o f p r o b a b i l i t y  and re a lis m  im p l i c i t  in  th e  u n i t ie s  o f 
t im e  and space were a boon. And so , o f co u rse , f o r  G o ttsched .
I t  i s  ex tre m e ly  u n l ik e ly  t h a t ,  as A n to n ie w icz  su g ge s ts , S ch leg e l 
cou ld  have p u t G ottsched in  a d i f f i c u l t  p o s it io n  by p o in t in g  
ou t t h a t ,  i f  he re je c te d  ve rse  as im probab le  he must needs 
lo g ic a l l y  r e je c t  the  u n it ie s  a ls o . l  F o r , acco rd in g  to  G o ttsched , 
these  d e riv e d  su ppo rt from  the  p r in c ip le  o f p r o b a b i l i t y  and 
e x e m p lif ie d  i t ,  to  th e  g re a te r  g lo ry  o f b o th . H is  acceptance 
o f th e  u n i t ie s  and h is  r e je c t io n  o f ve rse  are  bo th  p a r t  and 
p a rc e l o f one a t t i t u d e  to  a r t .  He m a in ta in s  th a t  th e  u n it ie s  
a re  p robab le  and th e  use o f ve rse  in  comedy i s  im p ro b a b le , 
w h ile  S ch leg e l argues th a t  b o th  a re  e q u a lly  im p ro b a b le . And 
n e ith e r ,  a cco rd in g  to  h is  l ig h t s ,  is  in c o n s is te n t .  For the  
v e ry  s im p le  reason  th a t  each has q u ite  a d i f f e r e n t  con cep tion  
o f p r o b a b i l i t y .  In  a h y p o th e t ic a l argument th ey  would be 
t a lk in g  a t cross purposes.
When G ottsched speaks o f " p r o b a b i l i t y "  he has i n  mind the  
r e la t io n  between th e  s p e c ta to r  and fa c to rs  o f tim e and space. 
Whereas S ch leg e l th in k s  o f the  r e la t io n  between these fa c to rs  
and th e  d ra m a tic  m a te r ia l .  He recogn ises th is  h im s e lf  when he 
says; "Das Mass d e r Z e it  s in d  d ie  Begebenheiten, d ie  d a r in n  
v o rg e h e n ."2  F o r him the  im p ro b a b i l i t y  o f th e  u n i t ie s  l ie s  in
1 A n to n ie w ic z , o p .  c i t . .  pp . X X X V III, XXXIX; "E r ( S c h le g e l) . . . .  
t r e i b t  ih n  (G ottsched) und S tra u b e . . . . s o i n  d ie  Enge, dass 
be iden  e ig e n t l ic h  n ic h ts  u b r ig  b le ib t ,  a ls  entweder d ie  E in -  
h e ite n  zu v e rw e rfe n , oder m it  denseIben auch andere Unwahr- 
s c h e in l ic h k e ite n ,  a ls o  auch den Vers im L u s ts p ie l g e lte n  zu 
la s  se n ." A n to n ie w icz  f a i l s  t o  note  th a t  Gottsched was wont 
t o  defend th e  u n i t ie s  as e m in e n tly  "p ro b a b le " .
2 Gedanken (# rk e _ . I l l ,  p . 294; A n t . ,  p . 2 2 3 ).
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th e  fa c t  th a t  so much a c t io n  i s  crammed in t o  such a s h o rt space 
o f tim e  and made t o  happen in  one p la c e . But he accepts th is  
im p r o b a b i l i t y ,  a lo n g  w ith  o th e rs , as a co n ve n tio n . For G o ttsched , 
im p ro b a b i l i t y  a r is e s  when th e  a c t io n  o f a p la y  la s ts  longe r -  
or n o t ic e a b ly  long e r -  th a n  the  p e rio d  o f tim e  w h ich  th e  
spectator spends in  w atch ing  i t ;  or when the  a c to rs  change th e i r  
h a b ita t io n  -  or n o t ic e a b ly  change i t  -  w h ile  he rem ains s i t t i n g  
in  the same p la c e . S t i l l  fo l lo w in g  the  same t r a in  o f th o u g h t, 
G ottsched r e je c t s  verse because i t  i s  in c re d ib le  th a t  these 
people on th e  stage be fo re  him should be a b le  to  express them­
se lve s  rh y th m ic a lly  and in v e n t  rhymes on the  spur o f th e  moment; 
and he r e je c ts  as ides  because i t  is  u n l ik e ly  t h a t ,  s ince  th e  
s p e c ta to rs  ca tch  th e  a c to r ’ s rem ark, h is  fe l lo w -a c to rs  should 
f a i l  t o  hear i t .  V ttiile S c h le g e l, w ith  h is  v ie w  o f a r t ,  w i l l  
accept b o th  as ides and monologues, w ith  a l l  t h e i r  im p r o b a b i l i t y ,  
because he th in k s  o f them as dev ices employed by th e  d ra m a tis t 
t o  re v e a l the  tho u g h ts  and em otions o f  h is  c h a ra c te rs . G o ttsched ’ s 
s p e c ta to r  b r in g s  w ith  him  to  the  th e a tre  th e  p r a c t ic a l ,  ccmmon- 
sense judgments o f e ve ry -d a y  l i f e .  S ch le g e l asks h is  to  leave 
these  behind and, f o r  a t im e , to  accep t o th e r s tandards  than  those  
o f "a u s s e r lic h e  M o g lic h k e it . "
And so , f o r  S c h le g e l, the  u n i t ie s  a re  n o t a id s  to  n a tu ra lis m . 
They a re  conven tions  o f fo rm  accepted f o r  the  sake o f the  e f fe c t  
th e y  produce. By c o n f in in g  tim e  and space to  these na rrow est 
l im i t s ,  the  d ra m a tis t p reven ts  d is p e rs a l o f in t e r e s t  over e x te rn a l 
m a tte rs ,  p re c lu d e s  much a c t io n  o f an e x te rn a l k in d ,  and focusses 
a t te n t io n  on th e  c h a ra c te rs , on the  nuances o f eve ry  change in  
em otion  and w i l l ;  i n  S c h le g e l’ s wwn w ords; "Yifenn d ie  E in h e it  des 
Q rtes und der Z e it  beobaohte t i s t ,  kann de r Zuschauer se ine  ganze 
Aufm erksarnkeit a u f d ie  S andlung, a u f d ie  C haraktere  und a u f d ie  
L e id e n scha fte n  ve rw e n d e n ."! He f i n a l l y  reached th e  p o in t  where 
he re je c te d  i n  so maty words th e  n a t u r a l i s t i c  in t e r p r e ta t io n  o f 
th e  u n i t ie s ;  "B in ig e  I ^ n s t r ic h t e r  beweisen d iese  Regeln sehr 
k b r p e r l ic h , "  he mocks, " w e i l  nam lich  d e r Zuschauer b e s ta n d ig 
a u f d e r Bank s itz e n  b l e i  b e , so s o lle  auch a l lé s  an Einem Qrte 
vergehen.. . . . " 2 ,  But he never a tta c k e d  th e  u n i t ie s  them se lves.
1 Gedfcnleea (W erke. H I ,  p . 294; p . 2 2 2 ).
2 Ibid.. p . 293; A n t . ,  pp . 221, 222.
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And, s in ce  he p re fe r re d  to  have th e  scene d e fin e d  i n  th e  t e x t ,  
t h is  meant t h a t ,  i f  th e  u n i t y  o f p lace  was k e p t a t  a l l ,  i t  had 
to  be observed s t r i c t l y  and a b s o lu te ly .  1/Shat he r id ic u le s  and 
scorns i n  K la j ,  who has kep t the  u n i t y  o f p la ce  m ere ly  by no t 
d e f in in g  i t ,  i s  th e  s a c r i f ic in g  o f p r o b a b i l i t y  to  r u le ;  p ro ­
b a b i l i t y  i n  th e  sense o f the  ca u sa l co n n e c tio n  o f  one even t w ith  
a n o th e r. I t  i s  th e  a tte m p t to  t r i c k  the* s p e c ta to r  -  C o rn e il le  
uses th e  e xp ress io n  "tro m p e r l ’ a u d ite u r "  -  an id e a  u t t e r l y  
fo r e ig n  to  S ch le g e l*s  whole th e o ry .  I t  i s ,  in  s h o r t ,  th e  
m echan ica l a p p l ic a t io n  o f the  r u le  w h ich  he d is l i k e s .  He has 
no p a tie n c e  w ith  th ose  who c o n s id e r ru le s  th e  e s s e n t ia l  r e q u ire ­
m ent, and th in k  th a t  by o b se rv in g  them th e y  can j u s t i f y  and 
excuse a l l  o ffen ce s  a g a in s t c h a ra c te r ,  em otions and p r o b a b i l i t y .
He would l ik e  to  see a r u le  used, n o t as an end in  i t s e l f ,  b u t 
as an a id  to  o b ta in in g  a c e r ta in  e f f e c t .  He would p re fe r  
d ra m a tis ts  to  e x e rc is e  a s t r i c t  d is c ip l in e  in  the  h a n d lin g  o f 
t h e i r  m a te r ia l  and in  t h is  way to  keep th e  s p i r i t  n o t the  l e t t e r  
o f th e  u n i t ie s .  He knows frc m  e x p e rie n c e , he says in  th e  Gedanken. 
how easy i t  i s  to  keep th e  u n i t ie s  o f tim e  and p la c e , i f  one o n ly  
c o n s tru c ts  th e  p la y  c a r e fu l ly . ^
I f  C o r n e i l le ’ s D isco u rs  i s  th e  source o f th e  passage on the  
u n it y  o f p lace  in  H erodes. th e n  S c h le g e l has c e r ta in ly  g iv e n  an 
i r o n ic a l  t w is t  to  th e  p roposa ls  made th e re .  To adm it t h is  i s  f a r  
fro m  im p ly in g  any s u p e r io r i t y  over C o rn e i l le .  The h is t o r i c a l  
p o s it io n  is  e n t i r e ly  d i f f e r e n t .  C o rn e il le  found  h im s e lf fa ce  to  
fa ce  w ith  the  u n i t ie s  as a f a i t  a c c o m p li. I f  he w ished to  p le a s e , 
he must needs observe them . He found  them cram ping to  h is  genius 
and hence sought means to  evade them. I n  h is  D isco u rs  he examines 
v a r io u s  methods by w h ich  the poe t may f re e  h im s e lf  w h ile  y e t  
appea ring  bound. I n  p ra c t ic e  he by no means a lways observed u n it y  
o f p la ce  i n  th e  s t r i c t e s t  sense. That was l e f t  f o r  R a c in e . 
S c h le g e l, on th e  o th e r  hand, is  w r i t in g  a t  a tim e  when th e  u n i t ie s  
a re  o n ly  b e g in n in g  t o  s take  t h e i r  c la im  in  Germany, when i t  i s  y e t 
an open q u e s tio n  w hether th e y  w i l l  e s ta b lis h  them selves o r n o t .
And he has b e fo re  h im , on th e  one hand, th e  achievem ent o f R acine ; 
on th e  o th e r ,  the  im p r o b a b i l i t ie s  o f the  la t e r  French d ra m a tis ts  
and th e  clumsy a tte m p ts  o f G o ttsched  and h is  p u p i ls .  The stand he
1 Ib ic l . . p . 295; A o i . , p . 224.
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takes  up in  the  Herodes essay shews l i t t l e  unders tand ing  o f 
C o r n e i l le ’ s h is t o r ic a l  p o s it io n  or o f h is  needs as a poet and 
d ra m a t is t .  But i t  does m akespossib le  a p ro g re ss ive  development 
in  h is  own o p in ion s  as regards the u n i t ie s  o f tim e  and p la c e .
I n  the  Gedanken h is  p o s it io n  i s ,  in  a sense, unchanged.
He s t i l l  mocks a t  a ttem p ts  to  evade th e  u n it y  o f p lace  w h ile  
o s te n s ib ly  keeping i t .  He makes the p e n e tra t in g  o b se rva tio n  
th a t  one i s  n o t keeping th e  u n i t y  o f p lace  by m e re ly  e m itt in g  
to  change th e  sce n e ry .^  D isc repanc ies  w ith in  the  p la y  i t s e l f  
may s t i l l  be n o t ic e a b le ,  even where the  scene rem ains the same 
th ro u g h o u t, as f o r  example, "wenn e ine Person s ic h  a ls  H err 
und Bewohner eben des Zimmers a u f fu h r t ,  wo ku rz  v o r  her e ine 
andere , a ls  ob s ie  e b e n fa lls  H err vcm Hause w are, in  a l l e r  
G e lassenhe it m it  s ic h  s e lb s t oder m it  einem V e rtra u te n  ge- 
sprochen, ohne dass d ie s e r  lîmstand a u f e ine  w ah rsch e in liche  
A r t  e n ts c h u ld ig t w ird ."2  He f i n a l l y  draws the  obvious co n c lu s io n  
o f th e  remarks made in  the  Herodes essay and says th a t ,  i f  the  
s e t t in g  i s  to  be l e f t  vague in  the  hope o f g lo s s in g  over im­
p r o b a b i l i t ie s ,  one may as w e ll be f ra n k  about i t  and s u b s t i tu te  
f o r  "Der Schauplatz i s t  e in  Saâ l in  Climenens Haus" th e  more 
t r u t h f u l  "Der S chaupla tz i s t  a u f dem T h e a t e r . B u t  in s te a d  
o f o f fe r in g  on ly  one s o lu t io n  o f th e  d i f f i c u l t i e s  in v o lv e d , he 
now o f fe rs  a second. In s te a d  o f demanding th a t  the  d ra m a tis t 
must so t r e a t  h is  m a te r ia l  th a t  he achieves re a l;  u n ity  o f p la c e , 
he now suggests t h a t ,  i f  the  n a tu re  o f the m a te r ia l  re q u ire s  i t ,  
he should f r a n k ly  change the  p lace  ra th e r  th a n  g iv e  r is e  to  
im p r o b a b i l i t ie s .  T h is  is  the  advance in  h is  p o s it io n ;  t h is  is  
th e  s ig n if ic a n c e  o f th e  stand taken  a t the b e g in n in g , w hich 
p e rm itte d , even made in e v i ta b le ,  such a developm ent. The c le a r  
unde rs ta nd ing  which he shewed in  th e  e a r ly  essays o f how, and 
how n o t ,  a conven tion  should be used, made him  a b le  to  see th a t
1 I b i d . . p . 294; A n t . . p . 223.
2 I b id .
3 I b id ."C lim e nen i s  c le a r ly  a m is p r in t  f o r  Chimenen. The 
passage has d ir e c t  re fe re n ce  to  th a t  p a r t o f the  D iscou rs  
des nyp is  U n ités  where C o rn e ille  t r e a ts  o f th e  l ie u  th é â t r a l  
(O euvres. ed . c i t . .  I ,  p . 1 21 ).
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i t  may, on occas ion , be d ispensed w ith .  I t  i s ,  o f cou rse , c le a r  
th a t  in c re a s in g  experience o f E n g lis h  drama made him aware of 
a d i f f e r e n t  d ra m a tic  fo rm . B u t, had he n o t a lre a d y  possessed 
in s ig h t  in t o  the  fu n c tio n '^  o f fa  " r u le "  and a s tro n g  c o n v ic t io n  
th a t  o th e r c o n s id e ra tio n s  were o f g re a te r im portance f o r  drama, 
he must have rem ained b lin d  to  the  im p lic a t io n s  o f an u n fa m il ia r  
fo rm . As i t  i s ,  he gets as f a r  as unde rs tand ing  th a t  the  
u n it ie s  o f tim e  and p lace  are  n o t e s s e n t ia l fe a tu re s  o f drama.
From th is  i t  is  b u t a s tep  to  a d m itt in g  th a t  they are  u s e fu l 
f o r  one k ind  o f drama o n ly , th A t in  which the  poet renounces 
e x te rn a l a c t i v i t y  f o r  h is  ch a ra c te rs  and is  in te re s te d  on ly  in  
th e  in n e r p s y c h o lo g ic a l p rocesses , in  c o n c e n tra t in g  "dans un 
espace a u ss i r e s t r e in t  que p o s s ib le  de va s tes  étendues d ’ âme 
hum aine."1  S ch le g e l does n o t a c tu a lly  take  th is  s te p . But i t  
is  e x tre m e ly  l i k e l y  th a t  he w ould ve ry  soon have reached such 
a co n c lu s io n ; f o r  h is  unde rs tand ing  o f the  s p e c ia l k in d  o f drama 
in  -vdiich Racine e x c e lle d , and o f the  d if fe re n c e  between i t s  
methods and e f fe c ts  and those o f th e  E n g lis h  drama, is  rem arkab ly  
c le a r ;  "D ie  E nglander l ie b e n  e ine  v i e l  zusammengesetztere 
V e rw irru n g , d ie  s ic h  aber n ic h t  so d e u t l ic h  e n tw ic k e lt ,  w ie a u f 
dem fra n zo s isch e n  T h ea te r, sondern nur d ie  in té re s s a n te s te n  
Punete  de r Handlung bem erkt. D ie Franzosen hingegen gehen S o h r it t  
vo r S o h r i t t  in  de r Handlung f o r t ;  s ie  huten s ic h ,  den g e rin g s te n  
Sprung zu th u n ; s ie  du lden  ke ine  U nterbrechung durch  Nebenwerke, 
wenn g le ic h  d iese  Nebenwerke z u le tz t  zur Vo 1 Ikommenheit d e r 
Haupthandlung m it  e instim m en s o l l t e n ;  s ie  wo l ie n  a l lé s  e r k la r t  
und a l lé s  u rns tand lieh  e rz a h le t haben."2  Nor does S ch leg e l f a i l  
t o  no te  the  connec tion  between th is  m ic ro sco p ic  a n a ly s is  and 
the  u n i t ie s  o f tim e  and p la c e ; "Dam it e ine  Handlung in  b e s ta n d ig e r 
Bewegung sey, dam it s te ts  Folgen aus Folgen e n ts te h e n , und n ic h ts  
du rch  e in e n  Sprung geschehe; e ra c h te t man f u r  n o t ig ,  d ie  Z e it  
so sehr e in z u s c h lie s s e n , a ls  es m og lich  i s t . "3
1 B é lo u in , Pit. . p . 104.
2 Gedanken (Werke. I l l ,  pp. 262, 263; Ant,. . pp. 194, 195).
3 I b i d . . p . 293; A n t . . p . 222.
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The Gedanken zur Aufnahme e lnes  _danischen Theaters g ives  
a much g re a te r  im p ress ion  o f freedom , as regards the  q u e s tio n  
o f the  u n i t ie s ,  because o f th e  s tre s s  la id  on the  im a g in a tio n  
o f th e  sp e c ta to rs  "d ie s e r  G e is t, (denn m it  ihm h a t man zu th u n , 
und n ic h t  m it  dem K o rpe r, der a u f den Banken s i t z t )  ha t so 
S tarke  P lU g e l, dass e r dem Poeten auch noch w a ite r  von e in e r  
Z e it  zur andern , und von einem O rte zum andern fo lg e n  ko n n te , 
w ofern  e r g e h b rig  davon b e n a o h r ic h t ig t w u r d e . I f l d t h  the  
famous arguments about the  exact le n g th  o f tim e  w hich  the  
a c t io n  should take he has l i t t l e  p a tie n c e ; w hether 24 hours 
is  to o  much, whether th e  s p e c ta to r can im agine th a t  a n ig h t 
has passed e tc .  He d ism isses them as u n im p o rta n ti "Doch a l lé s  
d iess  mach t ke ine  nothwendigen R ega in ." But he makes f i r s t  
th e  p e n e tra t in g  o b s e rv a tio n ; "d e r Zuschauer s o l l t e  w oh l, so 
lange e r in  der Bntzuckung i s t ,  du rch  d ie  Menge von Begeben­
h e ite n , d ie  e r s ie h t ,  d u rch  das v ie le  Ausgesuchte und Nach- 
d e n k lic h e , das e r h b r t ,  s ic h  bereden lessen , dass e r mehr a ls  
d r i t te h a lb  Stunden, d ie  wahrenden Schausp ie ls v e r la u fe n , 
dabey zugebracht h a b e ."^
The u n it ie s  o f tim e  and p lace  a re  deemed to  be the 
servants o f u n it y  o f a c t io n ,  w h ich  S ch lege l r i g h t l y  regarded 
th rougho u t n o t as an e x te rn a l r u le ,  b u t ra th e r  as an e s s e n t ia l 
o f drama. I t  was most in t im a te ly  connected w ith  th a t  
cum u la tive  e f fe c t  w hich he though t was the  purpose o f drama. 
A lthough  i n  h is  la s t  w ork he s t i l l  demands one a c t io n  and 
d e fin e s  th is  more c lo s e ly  as c o n ta in in g  n o th in g  "welches n ic h t  
entweder zur B e fo rderung , oder zur H in d e rn iss  d e r je n ig e n  
le tz te n  und e n d lich e n  Folge g e re io h t,  du rch  welche d ie  A u f-  
Ibsung g e s c h ie h t" ; y e t i n  the  a p p l ic a t io n  o f  th e  p r in c ip le  
he recogn ises  m o d if ic a t io n s  w hich a llo w  i t  to  embrace E n g lis h
1 I b i d . , - r
2 I b id . .  p . 294; A a t• .  p . 223
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dramai aber e in  Khoten aus me h r  oder we n i ger End en, d ie
im Anfange gar n ic h t  an e inander hangen, zusammengeknupft 
seyn kann; w ie e ine  e in z ig e  Begebenheit e ine  Folge von v id e r  le y  
ganz versch iedenen A b s ioh te n  und M i t te ln  seyn kann, d ie  anfangs 
ga r n ic h ts  m it  e inander gemein h a tte n , und d ie  dennooh a l i e  zu 
g le io h e r Z e it  und du rch  d ie se lb e  Begebenheit, th e i l s  e r f ü l l t ,  
t h e i ls  umgestossen und v e rn ic h te t  werden; so kann e in  T h ea te r- 
s tu c k  im Anfange aus ganz versch iedenen Handlungen zu beste hen 
sche inen , welche doch z u le tz t  in  e inen  Punct oder in  e inen 
Khoten zusammenlaufen, und a ls o  e ine  e in z ig e  Handlung ausmachen. 
B in  anders Theaters tu c k  hingegen kann vcm Anfange an nur m it  
e in e r  e in z ig e n  A b s ic h t s io h  b e s c h a fft ig e n , und s io h  b e s ta n d ig 
bey ih re n  H in d e rn is s en und M it te ln  a u fh a lte n . Von de r e rs te n  
A r t  s ind  d ie  guten Schausp ie le  der E ng lander, von der andern 
de r Franzosen ih r e . " ^  As an example o f th e  more com p lica ted  
type  o f a c t io n ,  he g ive s  The C onstant Couple *  T h e o re t ic a l ly  
such an in te r p r e ta t io n  o f u n ity  o f a c t io n  cou ld  in c lu d e  the 
p lays  o f Shakespeare. But u n fo r tu n a te ly  we do n o t know w he the r, 
s ince  comparing Shakespeare w ith  G ryp h ius , he had come to  
a p p re c ia te  o the r aspects o f the E n g lis h  d ra m a tis t th k n  htb^powers 
o f c h a ra c te r is a t io n .  One o f the d is a p p o in t in g  th in g s  about 
S ch lege l is  th a t  h is  la t e r ,  m a tu re r essays c o n ta in  no m ention  of 
Shakespeare a t  a l l .  Ifl/hen he re fe r s  in  the  Gedanken t o  E n g lis h  
p lays  in  order to  c o n tra s t them w ith  those o f the  F rench, he 
has in  mind a p p a re n tly  the dramas o f Congreve, S tee le  and C ibbe r.
We may say, th e n , th a t  S ch leg e l has no w ish  to  d ispense w ith  
r u le s .  He re sp e c ts  them and is  c a re fu l to  p o in t  out th a t  h is  
m o d if ic a t io n  o f the  im ita t io n  th e o ry  w i l l  n o t open the  gates to  a
"F e ld ,  wo man ohne Re g e l h e ru m irre n ........ w i r d . " 3  But he wishes
to  a s s ig n  ru le s  to  t h e i r  p roper p la c e , t o  shew th a t  they  have o n ly  
r e la t iv e  v a lu e ; " I c h  w i l l  h ie r  du rch  d ie  Gewohnheit, d ie  B in h e it
1 I b i d . .  p . 281; A p t . .  @. 210.
2 H is  b ro th e r Johann H e in r ic h  S ch lege l r e fe rs  to  t ra n s la t io n s  
o f Shakespeare’ s p lays  w hich he found among h is  pape rs . This 
seems to  in d ic a te  th a t  h is  in te r e s t  in  Shakespeare had continued
3 U nahn lich lce it (W erke. I l l ,  p .  176; M l » ,  p . 1 % ).
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der Z e it und des Qrtes zu beobaohten, keineswegs in  Verachtung 
b r in g e n ; sondern io h  sage es b lo s s , um e in e r  jeden Regel ih re n  
re o h te n  1/Vert zu bestimmen, dam it man n ic h t  f o r t f a h r e ,  w ie v ie  le  
th u n , nach d e r a u s s e r lic h e n  Form der S chausp ie le , ih re  in n e r -  
l io h e  S chbnheit zu s c h a tz e n ."^  By in s is t in g  th a t  in n e r ,  casua l 
p r o b a b i l i t y  was o f f a r  g re a te r  im portance S ch leg e l to o k  a g re a t 
s tep  fo rw a rd . The p r o b a b i l i t y  he demanded was, i t  i s  t r u e , o f 
a lo g ic a l  ra th e r  than an im a g in a tiv e  or p o e t ic  k in d .  Anachronisms 
and s im ila r  " im p r o b a b i l i t ie s "  come in  f o r  a good d e a l o f 
c r i t i c is m  in  th e  e a r l ie r  essays and he is  v e ry  ca u tio u s  of g iv in g  
to o  much r e in  to  in d iv id u a l  phan tasy. But narrow  as i t  may 
seem to  us now, i t  was f a r  removed from  G ottsched*s concep tion  
o f p r o b a b i l i t y ;  and, by d ir e c t in g  a t te n t io n  towards the 
e s s e n t ia ls  o f drama, i t  re p re se n ts  th e  f i r s t  move towards 
freedom  in  the tre a tm e n t o f d ra m a tic  m a te r ia l ;  ju s t  as h is  
a b i l i t y  to  d is t in g u is h  between the  in c id e n ta l  and e s s e n t ia l in  
th e  u n i t ie s ,  d e s p ite  h is  own pe rsona l p re fe rence  f o r  them, 
opened the  gates to  a type  o f drama in  which they were n o t used.
The essence o f drama i s ,  th e n , a cco rd in g  to  S c h le g e l, t o  be 
sought e lsew here than  in  e x te rn a l r u le s .  As e a r ly  as the  K la j 
essay he d iv id e d  what he c a lle d  the  " ru le s "  o f drama in t o  two 
k in d s . " E in ig e , "  he s a id , " f l ie s s e n  aus dem B e g r if fe  e in e r 
m enschlichen H and lung ." The second k in d  have to  do w ith  the 
purpose o f drama and a re  concerned w ith  methods o f a c h ie v in g  
th is  purpose. These l a t t e r  ru le s  a re  in  a way a r b i t r a r y ,  in  th a t  
th e y  depend on th e  p e r io d , th e  customs o f  th e  c o u n try , the  
language, e t c . 2 Here we may note the  f i r s t  s tep  tow ards a 
h is t o r ic a l  v ie w  o f th e  v a ry in g  forms o f drama. I n  th e  Gedan3ceji 
he makes a s im ila r  d iv is io n ,  th is  tim e  c a l l in g  them in te r n a l  and 
e x te rn a l r u le s .  The u n it ie s  o f tim e and p lace f a l l  in t o  the  
group o f e x te rn a l r u le s ;  t h e i r  fo rm u la t io n ,  he says , had been 
occasioned by c o n d it io n s  o f th e  th e a tre  and th e  s p e c ta to rs .3
1 Gedanken (l/Verke. I l l ,  p . 295; A n t. . p . 2 2 4 ).
2 K la is  Herodes (Werke. I l l ,  p . 7; A n t . . p . 3 3 ).
3 Gedanken (W erke. I l l ,  p . 292; Ant,. . p . 221 ).
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He thus p e rce ives  t h a t ,  w h ile  th e  essence o f drama is  th e  same 
everywhere and a t  a l l  t im e s , each n a t io n  w i l l  de te rm ine  i t s  
own p a r t ic u la r  fo rm . He no tes in  the K la j essay th a t  the  drama 
o f h is  own day i s ,  in  consequence o f changes in  customs and 
manners, in  many re sp e c ts  d i f f e r e n t  from  th a t  o f th e  G reeks.^
Th is fe e l in g  th a t  each n a tio n  must make the k in d  o f a r t  
w hich best s u it s  i t s  own c h a ra c te r and customs goes back a 
long  way; i t  is  p resen t i n  the  le t t e r  to  h is  b ro th e r  when he 
condemns French in to le ra n c e  o f any k in d  o f drama b u t th e i r  
own* "Du musst aber d ie  A lte n  n ic h t  nach A r t  des P e r ra u lt  und 
andere r Leute b e u r th e ile n , deren Geschmack s ic h  n ic h t  w a ite r  
e rs tre o k b , a ls  dass s ie  d ie  S it te n  ih re s  Volks f u r  d ie  schbnsten, 
d ie  jam ais seyn kbnnen, oder w ohl gar a l le in  f u r  schbn a c h te n ."^
H is  th e o ry  o f p leasu re  n a tu r a l ly  in c l in e s  him to  th e  v ie w  th a t  
i t  i s  d e s ira b le  f o r  the  reade r or s p e c ta to r  to  be fa m i l ia r  w ith  
th e  o r ig in a l  w hich the  poeÿ has i n  m ind , and in  th e  essay on 
im ita t io n  he assumes th a t  a poet w r ite s  p r im a r i ly  f o r  h is  own 
n a t io n .  We see th e  in f lu e n c e  o f t h is  th e o ry  s t i l l  a t  w ork in  
th e  Gedanken* " I n  de r Wahl de r C haraktere  h a t man am m e is ten
s ic h  nach den S it te n  e in e r  jeden N a tio n  zu r ic h te n  Tka
e in e r  N a tion  zu g e fa lie n  muss man i h r  solohe C haraktere  v o r s te l ie n ,  
deren  O r ig in a le  le i c h t l i c h  bey ih r  anget r o f f e n  werden. Man 
f in d e t  e in  sch le ch te s  Vergnugen an V o rs te llu n g e n , deren C k ig in a le
man n ic h t  k e n n t wenn dd r Zuschauer zu v i e l  von fremden
S it te n  e r le rn e n  muss, ehe e r den Zusammenhang de r V e rw irru n g  
e in s ie h t ,  so v e r l i e r t  e r  d ie  Geduld und das schonste  S tuck m is - 
f a l l t ."3  Th is  i s  e s p e c ia lly  t ru e  o f the  comedy so popu la r a t  
th a t  t im e , i n  which th e  humour c h ie f ly  d e rive d  fro m  m alad justm ents 
i n  th e  r e la t io n  o f man to  manners. S ch leg e l a t t r ib u te s  the la c k  
o f in te r e s t  aroused by German drama among Germans to  the  fa c t  
th a t  w r ite rs  were con ten t to  im ita te  th e  French, and he admonishes 
G ottsched s h a rp ly  f o r  h is  in d is c r im in a te  condemnation o f th e  
E n g lis h  dramaL "l/fenn io h  d ieses  in  D eutschland s c h r ie b e , so wurde
1 K la is  Herodes ( Werke. I l l ,  p . 7; Ant . . p .  3 3 ) .
2 Uber d ie  T ra u e rs o ie le  de r A lte n  (# rk e _ . I l l ,  p . 206; Ant,. . p . 4 ) .
3 Gedankep (Werke. I l l ,  pp. 285 -  287; A n t . . pp. 215 -  217 ).
W o lff  (op . c i t . . p . 152; c i te s  th is  passage from  th e  Gedanken 
b u t w ith o u t connec ting  i t  w ith  S c h le g e l’ s im ita t io n  th e o ry .
Yet i t  i s  c le a r ly  a p ro o f th a t  he was f a r  fro m  r e je c t in g  th a t  
th e o ry ,  as W o lff c la im s .
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io h  es z u g le io h  in  der A b s ic h t sagen, e in ig e  eben so verwegena 
a ls  unwissende E u n s tr ic h te r  von ih re n  ve rk e h rte n  B e g r if fo n  zu 
ü b e rfü h re n , da s ie  e in  T h e a te r, welches e ine  so v e rn u n ft ig e
und s o h a rfs in n ig e  N a tio n  m it  so v ie le m  Vergnugen b e s u c h t, ............
und wo man so sc hone A bsch ilde rungen  de r N atur und so bundige 
Gedanken h b r t ,  nam lich  das en g lische  T hea te r, deswegen fu r  
s c h le c h t,  v e r w ir r t  und b a rb a r is c h  ausgeben, w e il  es n ic h t  nach 
dem Master des fra n z o s is c h e n  e in g e r ic h te t  i s t . " ^  He i s  
convinced th a t  " e in  T h e a te r, welches g e fa lie n  s o i l ,  nach den 
besonderen S it te n  und nach der G em uthsbeschaffenhe it e in e r 
N a tio n  e in g e r ic h te t  seyn m uss,"2  and he warns th e  a c to rs  o f 
th e  new D anish th e a tre  a g a in s t s la v is h ly  fo l lo w in g  fo re ig n  
models* "denn e ine  jede N a tio n  s c h re ib t einem T h e a te r, das 
i h r  g e fa lie n  s o i l ,  du rch  ih re  versch iedenen S it te n  auch v e r -  
schiedene Regeln v o r . "3 This re c o g n it io n  o f n a t io n a l d iv e r s i t y  
in  bo th  the  c o n te n t and the  fo rm  o f drama has d o u b tle ss  a 
m u l t ip l i c i t y  o f causes. S c h le g e l’ s n a tu ra l to le ra n c e , h is  
conscious la c k  o f chauvin ism  and h is  wide f i r s t - h a n d  knowledge 
o f d i f f e r e n t  k inds  o f drama, a l l  p la y  t h e i r  p a r t  in  le a d in g  
him to  such a c o n c lu s io n . But n o t the  le a s t im p o rta n t fa c to r  
was h is  a b i l i t y ,  m an ifes ted  frcm  th e  b e g in n in g , to  apprec is-te . 
th e  e s s e n t ia l fe a tu re s  o f drama and to  d is t in g u is h  these from  
a c c id e n ta l and t r a n s ie n t  fo rm s .
The R e la tio n  o f  C haracte r and A c t io n .  These e s s e n t ia l 
fe a tu re s  o f drama were, a cco rd in g  to  th e  te s tim o n y  o f h is  own 
w ords, ch a ra c te r and a c t io n .  The r e la t iv e  amount o f a t te n t io n  
devoted to  each is  s ig n i f ic a n t .  Gottsched was preoccup ied w ith  
th e  Kb.b e l and w ith  c o n s tru c t io n  o f a v e ry  e x te rn a l k in d . 
S ch lege l re a c ts  bo th  a g a in s t G o ttsched ’ s th e o ry  and a g a in s t the  
g e n e ra l p ra c t ic e  o f c o n c e n tra tin g  s o le ly  on the  in t r ig u e ,  and
1 Gedanken (Viferke,. I l l , p . 265; A p t . . p . 197.
2 I b i d .
3 I b i d . .  p . 262; A n t . ,  p . 194.
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s tre sse s  c h a ra c te r and m o t iv a t io n .  These a re , i t  may be no te d , 
no t p e c u lia r  to  drama; they  a re  common a ls o  to  the  e p ic  and to  
th e  n o v e l, and th e re  i s  some ju s t i f i c a t io n  f o r  d o ub tin g  whether 
S ch le g e l ever had any c le a r  concep tion  o f what is  e s s e n t ia l ly  
d ra m a tic . He o fte n  seems to  be concerned w ith  d e lin e a t io n  o f 
c h a ra c te r to  the e x c lu s io n  o f movement and c lim a x . I n  v ie w , 
however, o f the  fa c t  th a t  h is  emphasis on ch a ra c te r was a 
p ro ba b ly  conscious re a c t io n  -  he re fe rs  s l ig h t in g ly ,  f o r
in s ta n c e , to  "das unvollicoramene Vergnugen, das aus de r
V e rw irrun g  der Fabe l e n ts te h t" ^  -  we must be wary o f d raw ing 
ha s ty  c o n c lu s io n s . In  the essay on Shakespeare and G ryphius he 
c le a r ly  in d ic a te s  th a t  a s e rie s  o f c h a ra c te r is a t io n s , however 
adm irab le  each in  i t s e l f  may b e , does n o t s a t is f y  h is  re q u ire ­
ments f o r  drama. That he in c id e n ta l ly  m is to o k  the  u n fa m il ia r  
c o n s tru c t io n  o f J u liu s  Caesar f o r  la c k  o f c o n s tru c t io n  a lto g e th e r  
in  no way d im in ish e s  the va lu e  o f t h is  s ta tem en t as evidence 
th a t  he expected a drama to  have shape and cohes ion . "Das e rs te
das man bey einem Schauspie le  zu beobaohten h a t,  i s t  d ie  E in -
r ic h tu n g  d esse lben . Aber eben d ieses p f le ge t bey den Englandern
in s  game in  das le t z te  zu seyn H ie r denke t man so genau
n ic h t  an e ine V e rw irru n g , welche am Ende am g rbss ten  w ird ,  und 
d ie  Zuschauer a lsdann  in  d ie  hochsten Le idenschafben s tu r z t ,  
sondern man s ie h t d ieses  me hr a ls  e ine  Nebensache an , und bemuhet 
s ic h  nu r Personen w ohl v o r z u s te l le n . " ^  T h is  i s  th e  o n ly  tim e th a t  
S ch lege l pu ts  E in rioh tuner f i r s t ;  and, even in  t h is  essay, i t  i s  
easy to  see how s tro n g  was th e  a t t r a c t io n  o f p o w e rfu l c h a ra c te r is a t io n .
1 C f. le t t e r  to  Bodmer, 15 A p r i l ,  1747 (S ta n d lin . op . c i t . .
p . 46) f "D ieses habe ic h  schon in  L e ip z ig  dem H errn  P ro fe sso r 
G ottsched b f te r s  gesag t, der nebst dem Zusammenhange der 
Scenen, welches b e i ihm , so v ie l*  io h  f in d  en kbnnen, das 
vornehmste S tuck e ines guten T ra ue rs jfe ls  i s t ,  a u f d ie  
V e rw irru n g  d e r Fabe l ganz a l l e in  sahe, und d ie  E a rak te re  
gar v e rg a s s ."
2 Gedanken (Vferke. I l l ,  p . 288; l û t - ,  pp . 217, 2 1 8 ).
3 Shakespear und Grvph ( l le rk e . I l l ,  p . 42 ; A n t. . p . 7 8 ).
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1/Vhat he p ro te s te d  so v ig o ro u s ly  a g a in s t were those p la ys  
in  which in t r ig u e  was p ile d  up and the  p lo t  m e ch a n ica lly  kno tted  
and u n ra v e lle d , v h i1st the  ch a rac te rs  were a llo w e d  to  s h r in k  
to  the  p ro p o rtio n s  o f mere puppet f ig u r e s .  Hence h is  s c o rn fu l 
re fe re nce s  to  " fra n z b s is c h e  Zw ischenfabe ln" and to  " fra n z b s is c h e  
Rom anverw irrungen". H5.s most outspoken condemnation is  to  be
found in  D e m o k rit. " Ic h  bewundere d ic h ,  Regnard .........  Du b is t
lobensw erth" remarks D em okrit b i t in g ly ;  "D ieses wàre fu r  e inen  
anderen M a te rie  zu d re y  sch le ch te n  Kombdien gewesen, und du 
ha s t nur e ine  daraus gem ach t."^  And Regnard is  made to  a d m it: 
"W e il a l i e  d iese  Gesohichte m ir  ange ne hm sch ienen ; so b raoh te  
ic h  s ie  a u f das T h e a te r, dam it mein S tuck lang genug wurde.
And, in  t r u t h ,  the  p lo t ,  as recoun ted  by S c h le g e l, is  be- 
w ild e r in g ly  la c k in g  i n  re levance  or coherence. One s h o rt 
e x tra c t  w i l l  serve to  shew how he was d is tu rb e d  by the f a i lu r e  
to  m o tiv a te  a c tio n s  o r to  make one s ta te  o f mind fo l lo w  
reasonab ly  on a n o th e r: "Der Kbnig b i t t e t  den D em okrit, dass 
e r ihm in  s e in e r L iebe b e h u lf l ic h  seyn s o i l .  D iese r th u t  
es w ir k l ic h .  Ungeachtet e r aber dadurch so w e it  gebracht i s t ,  
dass er w iede r zu s ic h  s e lb s t zu kommen s c h e in t :  so rà’th  e r  
dem T h a le r , se ine Toohter vom Hofe zu nehmen; w e i l  de r Kbnig 
s ie  desohim pfen w o l l t e .  Und kaum h a t e r es ge than: so i s t  e r 
w ieder a u f s ic h  s e lb s t e rz u rn t . . . .  0 le a n t h is  und S trabo 
h a lte n  e ine  v e r l ie b te  U nterredung m it 'e in a n d e r. Da s ie  aber 
e inander um ih re  Umstande b e fragen : So b e fin d e t s ic h ,  dass 
S trabo de r C le a n th is  Mann i s t ,  de r vo r 20 Jahren von ih r  
gegangen, und nunmehr hassen s ie  e inander so se h r, a ls  s ie  
e inander zuvor l ie b te n . " ^  D e m o k rit’ s repea ted  whys and where­
fo re s ,  as he v a in ly  t r i e s  to  understand the  p la y  which Regnard 
has woven about h is  name a re  s c a rc e ly  s u rp r is in g .  And a n y th in g  
more im probable  than t h is  unm otiva ted  t r a n s i t io n  from  love to  
ha te  is  d i f f i c u l t  to  im ag ine .
1 D em okrit (iVerke. I l l ,  p . 191; A n t . .  p . 60).
2 I b i d . .  p . 195; A n t . . p . 63.
3 I b i d . . pp . 190, 191; A n t . , pp. 59, 60.
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A lth o ug h  S ch lege l dep lo red  the  o ve rlo a d in g  o f the  a c t io n  w ith  
in c id e n t  and the  w i l f u l  c o m p lic a tio n  o f i t  w ith o u t cause, he was 
q u ic k  to  no te  the  undram atic  e f fe c t  o f th e  new German p lays  whose 
w ordiness cou ld  n o t compensate f o r  th e  t o t a l  la c k  o f movement. He 
is  ab le  to  d is t in g u is h  between s im p l ic i t y  o f a c t io n  and la c k  o f 
a c t io n .  He p ra ise s  th e  comedies o f H olberg th u s* "Hide s ie  a u f 
de r e inen  S e tte  d ie  uber hauf te n  A b s ic h t en und V erw irrungen  v e r -  
m eiden, so verm eiden s ie  a u f de r andern d ie  U n th a t ig k e it , da 
immer e ine Scene nach de r andern v e rp la u d e r t ,  immer von dense Iben 
Dingen g e re d e t, und g le ic h w o h l n ie  etwas gethan w ird ;  weIchen 
Peh ler i n  Sonderh e it  d ie  m e is te n , neuen deutsohen O rig in a Is tu c k e  
h a b e n ." ! A c tio n  i s ,  th e n , v i t a l l y  necessary f o r  drama; b u t th e  
m ere ly  m echan ica l h a n d lin g  o f  i t ,  c o n s tru c t io n  in  th e  e x te rn a l 
sense, can never r e s u l t  in  a good p la y *  "E in  S tu c k , d a rinnen  d ie  
Handlung sehr w ohl e in g e r ic h te t  und v e rw ir re t  i s t ,  kann g le ic h ­
w ohl noch e in  elendes S tuck seyn, wenn d ie  Iflfehl und A usa rbe itun g
d e r C ha ra k te re  .schwach, s ic h  s e lb s t  w idersprechend oder
gemein s in d . "  The reason fo r  th is  i s  s im ple* "E in  S tuck ohne 
Charaktere i s t  e in  S tuck ohne a l le  H V a h rsch e in lich ke it, w e i l  d ie  
Ur sache warum e in  Mensch so oder so hand e I t  eben in  s einem . 
G harakter l i e g t . " 2  What re la te s  c h a ra c te r and a c t io n  so 
in t im a te ly  i s  m o tiv e . S ch le g e l conceives the  th re e  as in te r fu s e d  
and th is  v ie w , a lth ou g h  most f o r c ib ly  expressed in  the  Gedanken. 
dates back t o  h is  e a r l ie s t  w orks. I n  1739 he w ro te * "Der 
P h ilo k te te s  h a t . . . . . . d i e  schonste  V e rw irrung  von de r W e lt" , b u t
added im m ed ia te ly* " A l le  Z u fa lle  f l ie s s e n  aus den G harakteren 
d e r P ersonen."3 In  th e  commentary to  h is  t r a n s la t io n  o f E le c tra  
he e x p la in s  th a t  the  in t ro d u c t io n  o f a ch a ra c te r such as Chryso- 
them is is  v a lu a b le  because i t  he lps t o  re v e a l how d i r e c t ly  a c t io n  
issues fro m  ch a ra c te r*  "denn der U n te rsch ied  de r C haraktere  z e ig e t 
s ic h  n ic h t  besse r, a ls  wenn zwo Personen in  e in e r  le y  Ifeistanden 
doch versch iedene  Handlungen vornehmen. D ie ve rsch iedenen  
Umstande, d a rin n e n  s ic h  d ie  Personen b e fin d e n , machen d ie  V e r- 
so h ie d e n h e it de r C haraktere  n ic h t  a us , und, w ie m ich d e u ch t.
1 Gedanken (Werke. I l l ,  p . 282; PP* 211, 2 1 2 ).
2 I b id . .  p . 284; A n t. . p . 214.
3 Pber d ie  T ra u e rs p ie le  de r A lte n  (Hferlffi. I l l ,  p . 209; A a t " ,  P« ë ) .
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i s t  a ine  T ragbd ie , da d ie  Personen durch  n ic h ts  ande rs , a ls  
durch  d iese  u n te rsch ie d e n  s in d , e ine  Tragbdie  ohne C h a ra k te re ."^  
I n  the  Gedanken he expresses h is  scorn  o f a c t io n  w hich depends 
on the in t r ig u in g  o f se rvan ts  ra th e r  than  on the  "Fo lgen von 
den Charakteren d e r Personen."2
Th is  b e l ie f  i n  the  com plete in te rdependence o f c h a ra c te r 
and a c t io n  does n o t p reven t him from  re c o g n is in g  th e  d is ­
t in c t io n  between p ieces de c a ra c tè re  and p ièces d ’ in t r ig u e , 
which term s he even extends to  in c lu d e  tra g e d y . The d is ­
t i n c t io n ,  he m a in ta in s , r e fe rs  n o t so much t o  th e  f in is h e d  
p la y  as to  the  manner o f  c re a t in g  i t *  "D ieses w i l l  n ic h t  sagen, 
a ls  ob e in  S ch a usp ie l, da rinne n  a u f d ie  V e rw irru ng  v o rz u g lic h  
gesehen w orden, ohne C haraktere gu t seyn kbnn te ; denn das 
wurde eben so v i e l  sagen, a ls  ob de r e rs te  E n tw u rf zu der 
E rfin d un g  e ines M a le rs . . . . . .e in  schbnes Gemalde ware. E ine
Pièce d ’ in t r ig u e  i s t  d ie je n ig e ,  wo ic h  zu e rs t e ine  a usse r- 
o rd e n tlic h e  und sonderbare Begebenheit a u s s tu d ie re , und hernach 
d ie  C haraktere  der Personen so da rzu  e rw a h le , w ie ic h  s ie  zur 
Ausfuhrung d ie s e r Begebenheit n b th ig  h a b e .. . . . .Bey den p ièces
de c a ra c tè re  h ingegen, wahle ic h  z u e rs t den C h a ra k te r, den ic h  
a u s fiih re n  w i l l ,  und ic h  s inne hernach a u f e in e  Reihe von 
Begebenheiten, d ie  d ie se n  C harakter mehr in s  L ic h t  s e tz e n ."^
But S ch lege l has n o th in g  to  say about th a t  te n s io n  w hich 
i s  e s s e n t ia l to  drama, about th e  necessary in te r p la y  o f opposing 
fo rc e s .  Even i f  we d is c o u n t th e  po lem ic n a tu re  o f the essay on 
comedy in  ve rse , the  rem ark w hich  we f in d  th e re ,  th a t  a w r i t e r  
o f drama in  prose i s  no d i f f e r e n t  frcm  a h is to r ia n  i s  s ig n i f ic a n t  
and re v e a lin g ;  f o r  i t  im p lie s  th a t  S ch lege l was th in k in g  o f 
drama as re p re s e n tin g  ch a ra c te rs  in  a c t io n ,  b u t n o t n e c e s s a r ily  
in  d ra m a tic  a c t io n .^  H is remarks on the  way in  which the  a c t io n  
moves to  a c lim a x  do no t even in  the  Gedanken r is e  above the  
bare commonplaces advanced by G o ttsched . On t h is  aspect o f 
drama S ch leg e l has no more p e n e tra t in g  o b s e rv a tio n  to  o f fe r  
th a n  th e  s te re o ty p e d : "Handlungen, d ie  s ic h  zur Schaubuhne 
sch icke n , s in d  s o lc h e , d ie  aus A b s ic h ten, aus M i t t e ln ,  d ie se  
A b s ic h t zu e r la n g e n , und aus den Folgen d ie s e r  M it  t e l  zusammen-
1 E le k tra  (WejJa^ I I I ,  P# 4 1 9 ).
2 Gedankefi (l/fe rke. I l l ,  p . 288; Ant,. . p* 2 1 8 ).
3 I b i d . . p . 285; , P* 216.
4 Ccmbdie i n  Teraejx (T/ferke. I l l ,  p . 81; A n t . ,  p . 1 7 ).
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gewebt s in d .  D ie K u n s tr ic h te r  nennen d ie  A b s ic h t und ih re  
M i t t e l  d ie  V e rw irrun g  und d ie je n ig e  e n d lich e  F o lg e , welche 
entweder d ie  A b s ic h t nebs t ih re n  M it te ln  e r f u l l e t ,  oder s ie  
d e rg e s ta lt  n ie d e r r e is s t ,  dass ih re  Erlangung den handeInden 
Personen unm bglich  gemacht v d rd , nennen s ie  d ie  A u flb s u n g ."^
Oi th e  o the r hand, h is  in s ig h t  in to  what c o n s t itu te s  r e a l  
u n ity  o f a c t io n  was, as we have seen, c o n s id e ra b le , and h is  
p e rc e p tio n  th a t  i t  depends on the  in t e r r e la t in g  o f th e  p a r ts  
was i n f i n i t e l y  mere f r u i t f u l  than  any g l ib  t a l k  o f S auot- 
handlung and Mebenhandlungen. H is  c h ie f  s tre n g th  l ie s  in  h is  
c le a r  g rasp  o f the  im portance o f m o tiv à t io n  and in  h is  i n ­
s is te n ce  on th e  c lo s e r  r e la t io n  between a c t io n  and c h a ra c te r .
I f  he f a i l s  to  a p p re c ia te  th e  c la s h  and c o n f l i c t  o f drama, 
he y e t fe e ls  s tro n g ly  th e  n e c e s s ity  o f making each development 
f o l lo w  in e v i ta b ly  on the  la s t ,  o f m a in ta in in g  the reby  th e  
steady onward movement o f the  a c t io n *  "E ine  w o h le in g e r ic h te te  
Handlung s o i l  in  je d e r Scene von e in ig e r  E rh e b lic h k e it  e inen  
S c h r i t t  w e ite rgehen ; entweder e in e n  neuen Ifaistand e rz a h le n ,
Oder e in  neues H inder n i s in  den Hfeg le gen; e in e  neue T h a t, oder 
wenigstens e inen  neuen E n tsch luss  etwas zu thun  ve ran lassen  oder 
v o r s te l ie n . "2  And i f  the  ch a rac te rs  are c a r e fu l ly  t re a te d ,  
the  a c t io n  w i l l  proceed thus fo rw a rd  o f i t s e l f ,  he th in k s ,  
s ince th e  process is  one o f r e la t in g  cause and e f f e c t ,  and the 
cause, i . e .  the  m o tiv e , l ie s  in  th e  c h a ra c te r . In  h is  v ie w , 
th e  d e s ire d  im p re ss io n  o f u n i t y  depends on th e  d ra m a t is t ’ s 
power to  shew the connection  between seem ingly u n re la te d  th in g s ; 
and i t  i s  th is  c o n v ic t io n  w hich f i n a l l y  enables him to  j u s t i f y  
the  broader sweep o f E n g lis h  drama: "Aus diesem versch iedenen  
G harakter beyder N a tionen  rv ih r t es fe rn e r  h e r ,  dass der Eng­
lander in  den TheaterstU cken v i e l  Untereedungen le id e t ,  d ie  nur
von fe m e  zur Sache gehbren und, dass d e r Franz os h ingegen
b loss m it  der Vor s te  H ung der nachsten Umstande se in e r Handlung 
b e s o h a ff t ig e t  i s t .  Der Englander e rw uchert dadurch v ie  le  
k le in e  Anmerkungen uber das m enschliche Leben, k le in e  Soberze, 
k le in e  A bsch ilde rungen  der N a tu r, welche der Franzes n ic h t  
le i c h t l i c h  a u f s e in  Theater b rin g e n  kann, w e i l  s ie  n ic h t  gesohiokb 
s in d , e ine  w ic h tig e  Folge in  e in e r  Handlung nach s ic h  zu z ieh en , 
und nur von w eitem , und du rch  Folgen der Fo lgen dam it v e rk n u p ft 
werden kbnnen."3
1 Gedanken (iferke « H I ,  pp. 280, 281; P# 210).
2 I b i d . .  p . 282; A & l* ,  P* 212.
3 Gedanken (Vferke. I l l ,  p . 263; Ant.. . p . 195 ).
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ïypes of Character and Methods of Characterisation
We must now turn to what Schlegel has to say about characters 
and the way of creating them. It is interesting to see how his 
ideas on the creation of character fit in with his general theory 
of imitation. Gottsched deemed the study of moral philosophy a 
necessary part of the poet’s equipment. Nowhere in Schlegel’s 
writings do we find this recommended. He even maintains that in 
moral philosophy, as opposed to drama, qualities and passions are 
treated "nur obenhin". In creating his characters, the poet must 
draw on the knowledge of human nature which he has acquired from 
his experience of human beings ; and it nay be noted that Schlegel 
admires Shakespeare’s "tiefere Kenntnis der Menschen," that is, 
of men in the plural.^
Schlegel was very cautious about what he called "selbst- 
gemachte Charaktere", for he feared that a poet would run a much 
greater risk of letting improbabilities slip into his play if he 
conceived a character in his inagination than if he adhered more 
Or less closely to a chosen model. It would seem that for tragedy 
the originals were to be historical characters; for comedy, persons 
of every-day life known to the dramatist. In this raw material he 
would then make necessary changes, omitting traits which seem 
irrelevant to his purpose, exaggerating others, even inventing 
certain characteristics which might fit in well with the whole.
Despite this caution, however, Schlegel had a sneaking admiration 
for such, "selbstgemachte Charaktere", and this chiefly because 
they provide opportunities for bold characterisation, for intro­
ducing what he calls "verwegne Ziige": "Ein selbstgemachter Held,"
he tells us in the essay on Shakespeare, "wird den grbssten Vortheil 
darinnen haben, dass die Zuge desselben viel verwegner und dessen 
Gharakter in der Bildung kUnstlicher und gefahrlicher seyn wird;.... 
IVân findet die GemHths bewegung en viel heft i ger und ausdriick licher
1 Ibid., p. 274; Ant. . p. 205.
2 Shakespear und Gryoh (Yferke. Ill, p. 60; Ant.. p. 92). It is
significant that Gottsched uses "man" in the singular, e.g.
"Diess ist die nothwendigste Bigenschaft eines Poeten, der
theatralische Stucke verfertigen will. Er muss die Moral ver- 
stehen, oder den Menschen mit allen seinen verschiedenen 
Neigungen und Begierden kennen." (C.D.. p .  28 ).
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in den Gesichtern abgebildet, die der Ma1er selbst gedichtet hat ...."^
This admiration for boldness and strength may seem surprising in
Schlegel, but it is evidently very real; for it is borne out not 
only by other remarks in the Shakespeare essay, but by his admiration 
for such characters as Electra and for Michael in Gryphius* Arminius, 
by the creation of such a figure as his own Ulfo and, to a lesser 
extent, of his Dido.
Of Shakespeare’s characters Schlegel said; "Der Enge Hander hat 
einen grossen Vorzug in den verwegnen Zugen, dadurch er seine 
Charaktere andeutet, welchen Vorzug eine Folge der Kuhnheit ist,
dass er sich unterstanden seine Menschen selbst zu biIden, und
welcher wenigstens ein andrer so leicht nicht erlangen vzird."2 Such 
characters have one great advantage for the poet, Schlegel thinks; 
they are more transparent for him, he knows them through and through; 
"Hidr sehen einen Gharakter, den wir selbst machen, allezeit voll- 
kammner ein, als einen solchen, den wir aus der Gesohichte nehmen."^
He gives several examples both from Shakespeare and from Gryphius of 
these "kuhnen und doch sehr nachdrucklichen Zügen eines Charakters 
and he, who in contemporary drama was accustomed to an unparalleled 
dullness due, on the one hand to timidity in characterisation, on 
the other, to an excessive caution in observing the law of "pro­
bability", withholds his approval in respect of one passage only - 
that in which Caesar challenges danger with the words ;
"danger knows full well 
That Caesar is more dangerous than he;
Yfe are two lions litter’d in one day 
And I the elder and more terrible."
4This passage Schlegel condemns. Otherwise all the characters and 
emotions, and the way in which they are revealed, command his warm 
admiration. And this admiration persisted. In the Gedanken he wrote; 
"Es giebt bey der englischen Nation mehr ausserordentliche und hoch- 
getriebene Charaktere, als bey der franzosischen. Aus diesem Grunde 
findet man sie auch hKufiger und wunderlicher in ihren Schauspielen, 
als andern Nationen wahrscheinlich vor kommen wurde.
1 Shakespear und Grvph (Yferke. I l l ,  p. 4 9; ^nt. . pp. 83 , 84 ).
2 Ib id . .  p. 54; A n t . , p . 88.
I
3 I ^ i d . , p . 57; A n t . .  p . 90.
4 I b i d . ,  p . 57; A n t . , p . 89
5 Gedanbeg (liferk e . I l l ,  p , 264; A a t. . p . 196).
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Schlegel describes the characters of drama as simple, "ohne 
Vermischung anderer Tugenden und M a s t e r Ife must determine 
what he actually means by this . It will be remembered that 
Gottsched advocated simple, "typical" characters and we saw how 
this conflicted with his general theory of close imitation of 
nature. Were Schlegel, on the other hand, to demand "types", 
this would be perfectly consistent with his theory, which demands 
a modified imitation of nature. But it is by no means certain 
that typical characters are what he intended, and we can say, 
without any hesitation at all, that he certainly did not mean 
the characters of drama to be nothing more than personified vices 
and virtues. Twice, he emphasises the necessity of introducing 
finer, subtler traits which harmonise with the main characteristics 
so that the whole blends into a recognisable individual. The 
first time he does this is in the early letter to his brother, 
when he still ranked as a pupil of Gottsched. The passage is that 
in which he analyses the character of Ulysses; "Die Charaktere, die 
Sophokles in seinem Philoktetes gebildet hat, sind so unterschieden, 
als die Personen selbst. Des Ulysses Charakter ist bekannt; aber 
dennooh hat er auch bey diesem viel Kunst gezeigt. Bs ist nicht 
genug, dass ich von jemandem sage, er sey listig. Ioh muss auch 
wissen, was fur Bigenschaften damit verknupft sind ...."^  The 
second passage is in the Gedapken. There Schlegel condemns the 
Italian theatre for the monotony of its stereotyped characters;
"Diess hat den Fehler, dass man immer dense Iben Charakter des 
Alten kannes, denseIben Charakter des lAebhabers, dieselbe Lieb- 
haberinn, kurz dieselben Personen wieder kommen sieht ...." But 
he is equally, if not more, disparaging about those dramatists "wtio 
are content if they can carry a character through a play without 
any blatant self-contradiction or discrepancy; "Bin kleiner Geist 
wird sich begnügen, wenn er nur uberhaupt beobaohtet, dass er den- 
jenigen, den er erst viel Zaghaftigkeit bezeigen lassen, nicht hernach 
muthig vorstellt, und dass er den, der sich erst ausserordentlich 
grausam erwiesen, nicht auf einmal ausserordentlich barmherzig 
werden lasst. This, as we know, represented for Gottsched the 
peak of successful characterisation; beyond this his aspirations did 
not go. But, for Schlegel, such uniformity deprived drama of all 
that was most valuable for both heart and mind, and left it with 
nothing but "das unvollkommene Vergnugen, das aus der Verwirrung
1 Ibid., p. 272; Ant., p. 2%.
2 Uber die Trauerspiele der Alten (Vi/erke. Ill, p. 210; Ant., p. 7).
3 Gedanken ( Werke, III, p. 288; Apt., p. 217).
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der Fabel entsteht." In his view, "die Grosse des Keisters zeiget 
sich besonders in der #Lhl, Verschiedenheit und Feinigkeit, als 
auch der genauen Bestinrmung der Charaktere."I
This evidence seems to indicate that Schlegel preferred 
dramatic characters to have that degree of complexity which makes 
them life-like and human. On the other hand, he did not wish in­
dividuals to be transferred directly from real life to the stage 
with all the mannerisms, idiosyncrasies, habits and traits which 
are irrelevant and unimportant for the action in hand. Imitation 
is not to be carried out with such fidelity to detail that the 
result is blurred. For the function of drama is to throw a spot­
light on character so that the outlines and contours of it became 
clear and distinct. This, we may assume, is the kind of simplicity 
which Schlegel had in mind when he said that the characters of 
drama are "simple". As he himself said, the theatre shews us 
characters in a way we never see them in reality. He was still 
thinking of the selectivity of art, its power of throwing things 
into relief; the train of thought is still that of the essay Von
Schlegel*s views on dramatic characters are then entirely in 
accordance with his theory of art in general. Even his preference 
for bold, wild characters, drawn larger than life and without due 
regard for the canons of probability, is but the translation into 
dramatic terms of the aesthetic principles expounded in the two 
essays on imitation. Whatever kind of characters, however, they 
must be such as will touch the heart of the spectators. For any 
drama worth the name must succeed in stirring the emotions and the 
surest way of securing this is to introduce a character vdth whom 
and for whom we suffer and hope. This is true for comedy as well 
as tragedy. Both must contain characters capable of grousing the 
sympathy of an audience and of winning our affection.
Of methods of characterisation he has little to say directly. 
He refers to Shakespeare’s practice of putting the analysis of one 
character into the mouth of another, thus, as it were, clinching 
the character as we have observed it in action-^  Indirectly, by
1 Gedanken (Yferke. Ill, p. 288; Ant., p. 217).
2 Ibid., pp. 282 - 284; Aot., pp. 212, 213.
3 _^hake_s_p_ear und. Gryph (Werke. Ill, p. 44; Apt.. p. 180).
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the my he analyses certain characters, Schlegel suggests mainly 
straightforward, self-explanatory methods. These, as has already 
been pointed out, he whole-heartedly approved, maintaining that 
the characters of tragedy in particular should be fully avjare of 
what they are doing and why, and able to give expressions to this 
awareness. Yet he is aware of significant details which might be 
overlooked by a less sensitive mind, and which imply less obvious 
methods of characterisation. In the letter to his brother at the 
end of his analysis of the character of Ulysses, he writes; "Ich 
wurde nicht fertig werden, wenn ich allés sagen wollte, was zum 
Beiveise dienet, wie kunst lich die Versohlagenheit des Ulysses mit 
den anderen Bigenschaft en, die bey der List sich zu find en pf legen, 
von dem Dichter verknupft word en sey. Bines aber kann ich nicht 
unbemerkt lassen. Da Philoktetes einen Pfeil auflegt, nach ihm zu 
schiessen, so ist er von dem Theater hinweg, ohne dass gerne Idet 
wird, wie er davon weggekommen; wodurch der Poet zu er kennen giebt, 
wie heimlich er sich weggestohlen haben musse.
In the analysis of emotion Schlegel shews considerable per­
ception and delicacy. He notes the greater effectiveness which 
Shakespeare achieves by varying the emotional intensity, letting 
passages of high tension alternate with those in wliich it is con­
siderably relaxed or even totally absent. Gryphius he criticises 
"weil er allés zu Gemuthsbewegungen machen will, und dadurch, wenn 
die Miaterie dazu zu schwach ist, in etwas ubersteigendes und 
lâcherliohes fallt."^  Much depends, he thinks, in the treatment of 
emotional states, on the order and sequence of the thoughts by 
means of which the character conveys his feelings to the reader or 
spectator. "Die Starke und Schwà'che der G emUt hs be we gunge n auch 
der Unterschied derselben stammt oft nur aus.einer andern Verbindung 
und Qrdnung der Gedanken her." He illustrates this by an example 
from Opitz* translation of The Trojan Women;
"Andromacha z. E. redet .... bloss bittweise und in einer 
demuthigen Erniedrigung, wenn sie, um ihren Sohn vom Tode zu 
erretten, saget:
1 Uber die Trauerspiele der Alten (Werke. Ill, p. 211; Ant., p. S)
2 Shakespear und Gryph (?ferke. Ill, p. 59; Ant., p. 91).
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” Scliau ihja dooh nur recht an I
Soil er den Sohutt der Stadt zu raumen sich getrauen?
Soil dieser Eêtnde Kraft ein Troja.wieder bauen?
Hat Troja sonst auf nichts zu hoffen aIs auf ihn;
So ist ihr Hoffen schleoht.”
He observes that,by a mere reversal of the order, this fall 
towards the end, which so much accentuates the imploring, pleading 
tone, is lost, and a note of boldness and defiance takes its place, 
rising to a climax;
”Wenn Troja sonst auf nichts als dieses hoffen kann.
So ist ihr Hoffen schlecht. Schau ihn doch nur recht anl
Soli dieser HKnde Kraft ein Troja wiederbauen?
Soil er den Schutt der Stadt zu raumen sich getrauen?"^
In the finest kind of characterisation every word will further 
reveal the personality and be inseparable from that person. Hence 
the language of drama is inconceivable as a separate problem, for 
it must grow directly out of character; "Je grosser der Meister 
ist, desto mehr wird man den Charakter der Person, die er vorstellt, 
fast aus jedem Worte erkennen."^  And the converse applies equally;
"Der geringste Pehler im Ausdrucke wird auch ein Fehler im Charakter 
seyn."^  Character reveals itself, says Schlegel, not only through 
passions and emotions and decisions, but also in the most ordinary 
speech, in commonplaces and in ccanpliments.
His approach to this problem of language is positive rather 
than negative and thus affords a striking contrast to Gottsched's. 
Schlegel is not concerned with prohibitions, but with trying to put 
his finger on that quality which breathes life into language which 
must otherwise remain inanimate, however correct. Although he dis­
likes the use of low words and expressions, he does not, even in early 
works, demand the exaggerated politeness of French forms. Nor does 
his warning against the inaccurate and loose use of words lead him to 
reject new or unusual combinations of words : "Meines Erachtens sollte 
man niemals von einem Ausdrucke das Urtheil fallen, dass er zu ver- 
wegen oder unerhbrt sey; weil weder die Verwegenheit, noch die Neuig- 
keit, sondern nichts, als die Unrichtigkeit eines Ausdrucks strafbar
1 Nachahmung (herke. Ill, pp. 113, 114; Ant., pp. 112, 113).
2 Gedanken (Vferke. Ill, p. 289; Ant., p. 218).
3 Ibid.. p. 291; A&t., p. 220.
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seyn kann."^  ïtfith this he moves away from the conventional and 
cautious Gottsched and approaches the more adventurous spirit of 
the Swis 3.
Despite the accusations of sententiousness made against 
Schlegel, he was, as we have seen, averse to the introduction of
any thought, however noble or fine in itself, if it does not
serve the general purpose of the action, or if it conflicts vfith 
the character of the person who is made to utter it. He thinks of
the various parts of drama as growing one out of the other, and he
will not, in theory, tolerate any inorganic excrescence, however 
beautiful or arresting. He is equally intolerant of the use of 
euphemistic forms to express ordinary everyday things: "Bs wurde 
ein unnatUrlicher Zwang seyn, und der MajestKt des Trauerspiels 
zu wider lauffen, wenn man sich bemuhen wollte, Sachen mit einer 
ausgesuchten Art vorzutragen, welche nicht verdienen, dass ein er- 
habner Verstand sich dabey aufhalte, und die man nur deswegen sagt, 
weil es nothig ist, sie zu wissen. Sachen, bey denen es nichts zu
denken giebt, kann man niemals zu kurz sagen Bin Held wird in
einem Trauerspiele, wenn es die IMstSnde erfordern, einem andern 
sagen kbnnen: Setze dich. Kaum wird.es sich schicken zu sagen; 
lass dich nieder, und noch weniger: beliebt dir, dich zu setzen.”^
This is paralleled by an equally healthy preference for 
simplicity in expressing emotions: "Der Vers des Racine:
Ecoutez, Bajazet, je sens que je vous aime
kann durch d ie  allerwohlausgesonnenste Redensart n ich t e rse tze t 
werden, wenn man g le ic h  d ie  S tr ic k e , d ie  K etten , d ie  Kerzen und d ie  
Flammen der Liebe au f einen Haufen zusammenbrachte, um dieses auf 
eine rech t neue A rt auszudriicken." Schlegel.*s unmistakeable love
of Racine is  the best testimony to  his good ta s te ,^  and th is  a b i l i t y  
to  canbine sublime majesty w ith  the most moving s im p lic ity  is  what 
he most appreciates in  him. m en he looks fo r  a passage" in  Racine 
to  i l lu s t r a te  what he means by IVurde und k a .ie s ta t. he expressly  
takes one "d ie  gegen andere gehalten , nur ganz wenig Z ierra th en  h a t, 
damit man m ir n ich t vorwerfen d u rfe , dass ich  in  dem Ausdrucke der 
Trauerspiele etwas a l lz u  gekunsteltes ver lange, welcher Vorwurf dem
1 Nachahmung (li^iifee. I I I ,  p . 161; A nt. ,  pp. 159, 16O ).
2 C fe k e , I I I ,  p. 232; pp. 182, 183).
3 I b id . ,  p. 234; Aot*  ^ p . 185.
4 Ih id . ,  p . 230; A lA - , p- 181: " Ich  kann mich au f keine grbssere Er- 
fahrung berufen a ls  eben auf d ie  Phadra des R a c in e  "
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Racine niemals mit Recht gemacht werden konnen."^
Simplicity is, then, to be the keynote of language in drama. 
Simplicity and clarity. But not clarity in the merely logical 
sense of the word. That is insufficient. For what is required is 
not merely intellectual comprehension but a vivid appeal to the 
imagination. Hence Schlegel asserts: "Die grbsste Undeutlichkeit 
aber ist die llattigkeit in einem Gedichte. Denn die lîattigkeit 
ist nichts anders, als ein lAngel derjenigen Dinge, welche die 
Bilder in der Einbildungskraft lebhaft mac hen. Wenn aber die 
Bilder nicht lebhaft sind, wie kbnnen sie deutlich seyn?"^  Although 
sensitively aware of the indefinable quality which is required to 
make language vivid, moving and noble, he cannot, of course, define 
it and has to be content with calling it "ein gewisser Schwung"i 
"Gleichwohl kann ein Trauerspiel, welches alie dergleichen Redensarten 
vermeidet, noch immer ganz platt .... seyn, wenn nicht noch besonders 
eine Haupteigenschaft dazu kbmmt, welche bey nahe allés das ubrige in 
sich schliesset, nemlich ein-gewisser Schwung eine Art oder wie es 
die PVanzosen nennen ein tour, den mn der Rede giebt .... Bine Rede 
kann in ganz niedrigen und einfaltigen Worten bestehen, aber eben 
dieser Schwung machet diese Niedrigkeit und Einfalt edel und unter- 
scheidet sie von einer kriechenden und matten Niedrigkeit."^
The Genres
In the way in which he divides drama into genres, Schlegel re­
presents a distinct advance over Gottsched in two respects; firstly 
by making the basis of his division not merely the rank of the persons 
in the play, but the emotional response evoked in the spectator; 
secondly, by his refusal to exclude any kind of play from the category 
of comedy. Under this general heading he is willing to include anything, 
even the broadest kind of farce, thus widening considerably the con­
ception of legitimate comedy. This was an apparently conscious gesture, 
for he says in the Gedanken; "Ich habe es desto nbthiger gefunden, die 
grosse kîannichfaltigkeit der Natur, und also auch-den reichen Ueber- 
fluss, der dem. Theater durch diese ü/lannichfaltigkeit zuwachst, deutlich
1 Ibid.. p. 222; Afit., p. 174.
2 Nachahmung (Werke. Ill, p. 140; Ant.. p. 139).
3 IVurde und Ivlaiestat (ViTerke. Ill, p. 229; Ant.. p. 18O).
145.
aus ei nan.de r zu setzen; weil es vie le giebt, die nur von einer 
einzigen Art der KcModie einen Begriff haben, und die alias, was 
nicht nach derselben-Art ist, als schlecht und unregelmassig ver- 
werfen, wenn gleich der Poet darinnen der Natur auf dem-Fusse 
gefolgt ware."^  This brings us again to the paradox which we noted 
earlier. .Schlegel, who so forcefully emphasised the non-naturalistic 
aspect of art, who accepted conventions and form and refused to 
judge those by criteria of probability, yet was willing, within the 
form, to accept the whole of nature, including aspects of it which 
Gottsched unecmpromisingly rejected. Within the limits which art 
by its very nature imposes, Schlegel expects drama to be natural 
and life-like. Gottsched, despite his hankering after a faithful 
imitation even in matters of form where art must differ from reality, 
expects drama to ignore whole aspects of nature and to be governed py 
narrowly bourgeois standards of propriety and convention.
By considering, firstly, whether a play arouses laughter or 
serious emotions and, secondly, whether the persons in it are 
characters of high or low rank, Schlegel arrives at the following 
subdivisions of drama: tragedy, which evokes serious emotions and
in which the persons are of noble rank, and comedy. Under comedy 
he reckons : 1. those plays which arouse laughter and in which the
persons are of noble rank; 2. those which arouse serious emotions 
and in which the persons are of low rank; 3. those in which the 
persons are of low rank but which evoke laughter; and 4. those in 
which the persons are of high or low rank or both and which evoke both 
laughter and serious emotion. The last-named class clearly allov/s 
for the comédie larmoyante while the second class of "ccmedy" might 
well serve as a definition for the burgerliches Trauerspiel. but it 
is doubtful whether he really had such a possibility in mind. As 
examples of this group, he gives pastorals and de la Ghaussee*s 
comédie larmovante la Gouverp.ante. Schlegel is of the opinion that 
all these kinds of drama should have a place in the repertoire of the 
theatre and he adds: "‘i/Er wurden der Natur Unrecht thun, und die 2u- 
schauer eines VergnUgens berauben, wenn wir eine von diesen Arten der 
Handlungen vom Theater ausschliessen wollten."^
1. Gedanken (iiVerke, III, p. 278; Ant., p. 208).
C:%rke. Ill, p. 276; l^ t., p. 207).
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Tragedy
The subject of tragedy is, according to Schlegel, "die ungluck- 
lichen Zufèîlle der Gros sen und die Schicksale des Staates»"! He. 
does not exclude love as a possible theme, but in reaction against 
its predominance in French plays, he is frequently ironical about 
it; and he notes that Shakespeare and Gryphius have both shewn that 
fine scenes can be made without mention of love. In the Gedajaken 
he suggests as possible themes the treatment of sorrow, friendship, 
anger, ambition, revenge.
If we ask what he considers to be the purpose of tragedy we 
find that, while his views are more or less consistent throughout, 
he makes no attempt to probe deeply into the problem. In the 
Shakespeare essay he chooses the following formula; "In den Zu- 
schauern edle Regungen und Leidenschaften vermittelst der Nachahmung 
zu erwecken."3 later he says that the aim of tragedy is "die 
Erweckung und Verbesserung der menschlichen Leidenschaften:""^  
and again, in the Gedanken "die Erregung der Leidenschaften"
Tlius the arousing of emotion is throughout a constant feature. In 
the Gedanken Schlegel mentions that "Bewunderung" may facilitate 
the arousing of emotion and, since one is more likely to marvel at 
ivhat is strange, this is an argument in favour of going to the 
history of foreign lands for themes and sources.6
These remarks are all that Schlegel has to say about the effect 
of tragedy. Improvement is mentioned only once and he does not at 
any time venture to suggest how, or by what means, such improvement 
is effected. Thus he avoids - whether deliberately or not it is 
impossible to say - any discussion of catharsis. Any positive 
views which he may have held as to the vie.y in which the purging of 
the emotions takes place,are unknown to us. From his vigorous re­
jection of Gottsched's theory that a tragedy must illustrate some 
given moral truth, however, vm may assume that he did not conceive
1 Shakes pear und Gryph (Vferke. Ill, p. 43; Ant., p. 80)-
2 Ibid., Of. Gedanken (Werke. Ill, p. 267; Ant.. p. 199).
3 Shakespear und Grvoh (Vferke. Ill, p. 60; Ant., p. 92).
4 Wurde und MaiestKt (Werke, III, p. 217; A^t., p. 169).
5 Gedanken (Werke. Ill, p. 267; Ant., p- 198).
6 Ibid., p. 287; Ant., p. 216.
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the effect of tragedy as a narrowly moral one, working through the 
blatant channels of example and precept. For Gottsched, each tragedy, 
using as its i-vhip fear of the consequences, vas expected to effect 
direct and concrete moral improvement. For Schlegel the effect is much 
less tangible than that. It takes place somehovf through the emotions 
experienced by us as we witness the emotions of the people of the 
play. A passage in the Gedanken seems to point to such an inter­
pretation: "Es ist genug, wenn der Poet weis, dass er in seinem Werke 
Gelegenheit hat, der Sittenlehre Dienst zu thun. Und der dramatische 
Poet hat diese Gelegenheit besonders durch eine genaue und feine 
Abschilderung der Gemuther und Leidenschaften."^
Before he wrote the essay on imitation Schlegel thought that 
the purpose of tragedy was to arouse emotions, and he still held this 
view afterwards. There v/ould thus seem no reason to imagine that he 
himself felt this to be in conflict with his general statement that 
imitation affords pleasure. And there is, of course, nothing incom­
patible in the two statements that art in general gives satisfaction 
and that tragedy gives rise to painful emotions. For the arousing of 
these emotions is the particular method, by which tragedy, as a form of 
art, achieves an effect which is characteristic of art in general. 
Schlegel was very well aware that the emotions aroused by tragedy, 
however painful, are not actually unpleasant, and he realised that 
vdiat is necessary to ensure the desired experience is a certain pre­
disposition which has to be acquired. Protesting against the objection 
that tragedy makes the spectators sad, he says: "Gesetzt auch man 
fvihlte bey dem erst en Trauerspiele so viel, dass man selbst die 
erregte Leidensehaft unangenehm fande, so wurde es damit, wie mit den 
besten Speisen gehen, die der Zunge anfangs.nicht angenehm sind, weil 
sie dieseIbe zu stark angreifen, und die doch hernach desto besser 
schmecken."^  This statement would seem finally to remove all reason 
for thinking that Schlegel‘s greater insistence on the emotional effect 
of drama in the later essays implied a rejection of the theory of 
aesthetic pleasure which he had put forth five years earlier
1 Gedaakea (Werke. Ill, pp. 271, 272; Aoi-» PP- 202, 203)
2 Ibid.. p. 267; Ant. . p. 199.
3 Cf. above p. 70 note S.
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Gomedy
of"
Under the category/\CQmedy Schlegel included plays which do 
not evoke laughter. But that v^ s merely a question of nomenclature 
and -what we are concerned with in this section is comedy in the 
ordinary sense of the term. His organic view of drama is especially 
noticeable in his treatment of comedy. As we saw, he did not think 
of the language of drama as a separate problem; it was to grow 
naturally out of character. Fine thoughts and phrases which give the 
impression of having been inserted for their own sake and had little 
relation to action or character were rejected as unsuitable excrescences 
So in comedy, bons mots, turns of phrase, witty in themselves, but 
not expressive of the character who utters them, are thought to be 
out of place.1 His insistence on character as the most important 
feature of drama led him to maintain that it should be the basis of
comedy, and the comic was to grow directly out of it. This was why
he ridiculed the use of the traditional comic servant, the counterpart 
of the modern music-hall "stooge”; for he felt that this figure 
could only afford the merely mechanical humour of repartee, and could 
never give rise to really great comedy of the universal type.
Great comedy, he thought, must have a general appeal. Hence the 
comic element should not depend on the understanding and appreciation 
of very special customs. The comic, both of character and action,
should have its cause and explanation in general humanity. Another
characteristic of great comedy is that it always has an emotional 
appeal. Schlegel*s general statements about drama - that the 
characters must win our sympathy and that "eine Hand lung ohne Leiden­
schaften ist keine Handlung" - apply equally to comedy. Our laughter 
must always be tinged with a certain emotion. In this connection 
Schlegel pays a warm tribute to Mo lie re, who, as he observes, knew 
how to do this better than anyone else: "Zuweilen ist das lêCcherliche 
mit den Leidenschaften so sehr vermischt, dass beydes zugleich erregt 
wird. Eine Probe hiervon hat man an dem Geizigen des Molière. da ihm 
sein Geldkasten genommen worden. Der arme Schelm erwecket sodann Mit- 
leiden und Lachen zugleich. Molière hat uberhaupt diese Kunst unver- 
gleichlich verstanden; und Arnolf in der Schule des Frauenzimmers. da 
er auf die letzt rasend verliebt wird, ist gleichfalls ein Beispiel 
davon."^  While then the ccmic is incompatible with tragedy, because
1 Gedanken (Yferke, III, p. 291; Ant., p. 22O) .
2 Ibid.. p. 284; i^ nt., p. 213,
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he thinks that anything which tends to provoke laughter will ruin 
the effect, the more serious emotions are by no means excluded from 
comedy: "tHenn aber die Erregung des Lâchons der Hauptzweck ist, so 
wird die Brweckung der Leidenschaften nicht gâ'nzlich ausgeschlossen, 
sondern vieImehr ein gewisses Ivïaass davon in den mehresten Fallen zu- 
traglich, ja fast nothwendig sey."l
Despite these two points of advance towards an understanding of 
the essentials of great comedy - Schlegel has little understanding 
of the comic as such. The purpose of comedy is to improve and to in­
struct.^  From his, as from Gottsched's writings, one concludes that 
comedy has a far more purgative effect than tragedy. It should help 
to preserve us from faults of demeanour, from pomposity and all kinds 
of offensive mannerisms in our everyday life. Although he rejects 
satire of the biting, wounding kind and thinks it unsuitable for 
comedy, he has no conception of any comedy other than the satirical 
kind. He appears to conceive of no intermediate stage between a 
somewhat shamefaced outburst of laughter in spite of oneself and the 
quiet smile which lingers and returns. And since pleasure diminishes 
when one has to laugh against one's will, loud laughter is incompatible 
with aesthetic appreciation. Comedy as an art should evoke only a 
smile: "klian muss bedenken, dass auch wohl der allergesetzteste Mensch 
sich aft wird nicht enthalten kbnnen, uber ungereimte und grobe Dinge 
zu lachen, wofern sie sehr possierlich sind; aber dass auch er der 
erste seyn wird, der sich schamt, gelacht zu haben, und dass sein Ver- 
gntigen nicht gross seyn kann, da er wider s einen Willen gela cht hat.
Bin Scherz hingegen, der % hrheit und Feinigkeit in sich halt, ist 
gerade derjenige, welcher gesetzen Leuten das meiste Vergnugen erweckt; 
denn er kitzelt so lange und so oft, als man daran denkt."^
One penetrating remark about comedy must not go unmentioned. 
Schlegel wishes to define the limits of the ccmic, to determine the 
point beyond which it may not go without stepping into the realm of 
madness and insanity: "Diese Grënzen lassen sich vielleicht durch 
folgende Regel bestimmen. Ein Mensch, der noch weis, was er thut, 
undder also nur thbricht und nicht narrisch ist, wird niemals etwas 
unternehmen, wodurch er sich selbst als ein Narr vorkommen muss. Er 
macht sich vielmehr in seinem Verstande gewisse Grundsatze, die seiner 
Thorheit gemass sind, und durch welche er sie so beschbnigt, dass er
1 Ibid.. p. 277; Ant., p. 207. Of. p. 283; Aat•, p. 213; "Eine Kombdie,
so sehr es ihre Absicht und Bestimmung ist, Lachen zu erwecken, muss
doch allezeit mit Erregung einiger Leidenschaften vermischt seyn."
2 Ibid.. pp. 279, 280; Ant., pp. 208, 209. Cf.,too, pp. 268, 269;
Ant.. pp. 199, 200.
3 Ibid.. p. 268; Ml-' P- 200.
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sich noch klug denken kann. do lange seine Hand lung en unter diese 
Grundsatze gebracht werden kbnnen, so lange ist der Charakter noch 
nicht zu weit getrieben.
The Relation of Drama and History
Schlegel's treatment of this question is to seme extent determined 
by his imitation theory. At the time of writing the Shakespeare 
essay he is anxious that any obvious discrepancy between a drama and 
its historical source should be avoided. The English claim that 
Shakespeare created his own characters. Nevertheless, the mark of his 
success is that the finished products closely resemble their originals 
in history: "Man sieht, dass diese Charaktere alle eine ziemlich grosse 
Aehnlichkeit mit den historischen Charaktern haben, ob gleich Shakespear, 
nach dem Urtheile der EngeHander, seine Menschen selber gemacht hat.
Dieses ist eine grosse Regel fur diejenigen, welche ein gleiches wagen 
wollen. Man kann den Charakter einer Person, die in der Historié bekannt 
ist, zwar in etwas andern, und entweder hbher treiben, oder etwas 
weniger von seinen Tugenden und Lastern in ihm abbiIden, als die Geschichte 
ihm zuschreibet. Aber wenn man waiter gehen wollte, so wurde man mit 
seiner Menschenmacherey mehr zum Romanenschreiber als zum Dichter 
werden ...."^  Although minor changes do not matter, these should be 
done very skilfully, and this is a virtue in Shakespeare wiiich he must 
enthusiastically admire - that he is able to invent traits v/hich blend 
so completely with the character that we are not concerned about their 
historical authenticity at all. Having described some such traits, he 
continues: "Mr reden von diesen Umstanden ohne Absicht, ob sie aus den 
Geschichten entncmmen sind oder nicht. Denn wenn sie daraus genommen 
sind, so ist es künstlich, sie mit demjenigen, was man selbst erfindet, 
zusammenzusetzen,-und wenn sie nicht daraus genommen sind: so ist es 
künstlich solche Dinge zu erfinden, die sich zu demjenigen, was man aus 
den Geschichten erzahlet, genau schicken."^
Quite clearly, then, at this stage similarity with the historical 
original is the most important thing. There seems to be no clear
1 Ibid.. p. 290; Aat*. PP- 219, 220.
2 Shakespear und Grvoh (% rk e. Ill, p. 48; AWp- * P- 82).
3 Ibid> , p. 58; Ant. # p. 90.
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distinction in his mind between the function of the dramatist and 
that of the historian. In the letter to his brother he describes 
the task of the latter as f ollovjs ; "Es ist die Natur der Menschen, 
dass sie nach ihren Gharalcteren hand ein. Diejenigen also, die uns 
die Ursachen der Handlungen entdecken wollen, wie solches die Pflicht 
eines Geschichtsehreibers ist, mussen uns nothwendig die Charaktere 
derer entdecken, welche Theil daran gehabt haben. Weil sie aber 
wahre Handlungen erzahlen, so werden wir ihren Charakteren desto 
sicherer trauen und dieseIben nachmachen kbnnen ...."1 while in the 
essay on comedy in verse he says of the dramatist; "Der Verfertiger 
einer prosaischen Combdie scheinet uns nur ein Geschichtschreiber 
zu seyn ...."^  #  must, of course, make allowances for the polemic
nature of this latter essay vdth its inevitable exaggerations. But 
it is nevertheless fairly clear that Schlegel at this stage was not 
very certain about the function of the dramatist.
But his attitude to historical drama was as much determined by 
contemporary conditions as by his imitation theory. It is a reaction, 
and a justifiable reaction, against the practice of using historical 
names to give as it were the stamp of respectability to a drama, to 
ensure its acceptance by the critics and by the public. Such dramas 
had often, both as regards plot and characterisation, so little 
foundation in historical fact that it seemed as though the historical 
labels had been quite arbitrarily attached to what was otherwise pure 
fiction, and one was constrained to ask why these labels had been 
chosen in preference to any others. liVhatever we may think of Schlegel's 
general views on historical drama, the validity of his protest against 
such plays as Regnard's Dêmocyite cannot be denied. As Schlegel con­
vincingly shews, this Dêmocrite has little in common ivith his historical 
counterpart, and the shade of Aristophanes comes very near the mark 
when he says to Regnard % "Du machtest ja ein Hirngespinnste 
lâcherlich und nicht den Demokritus .... Du hattest also zu deinem 
Endzwecke einen anderen Philosophen entweder suchen, oder dichten 
sollen."^  Schlegel does not wish to deprive poets of the "Freiheit 
zu dichten", but certain parallels must exist to justify the choice 
of these particular names and of that particular milieu. The key to the 
attack on Dêmocrite is to be found in a passage of the Shakespeare 
essay; "Man wird mir erlauben, dass ich, um den Werth dieser Tugend
1 Tiber die Trauerspiele der Alt en (Vferke. Ill, p. 210; Ant.. p. 7).
2 C amodie in Vers en ( I'Serke. Ill, p. 81; Ant.. p. 17).
3 Demokrit (Werke. Ill, p. 194; Ant_-, pp. 62, 63).
152.
des Shakespear recht in das Licht zu setzen, eine Auschweifung auf 
andre Nationen mâche, v/e le he sich zuweilen nicht undeut lich zu rühmen 
scheinen, dass ihre theatralischen Personen zwe.r die Namen der 
historischen Personen führen, aber von jenen ganz unterschieden sind. 
Denn sind es Namen, die in der Historié bekannt sind; so vfird einem 
Zuschauer, der nicht ungelehrt ist, indem er diesen Namen hbrt, auch 
dieser Charakter beyfallen. Und an statt, dass er ein Vergnügen über 
die Aehnlichkeit, die der nachgeahmte Held mit dem wahren bat, 
empfinden sollte; so wird er ein MisvergnUgen über die UnKhnlichkeit 
dieser beyden Helden empfinden. Dieses wird nicht so leicht geschehen 
wenn der Charakter in den Hauptumstanden ahnlich, und nur in Nebenum- 
stünden verà'ndert wird. " ^
In the two essays on imitation, in v/hich Schlegel achieves a 
clearer understanding of the function of art, and shews that it does 
not merely imitate, but selects, intensifies and throivs into relief, 
he comes to realise the distinction between the aim of the artist 
and that of the historian? and the difference in aim means, as he 
shev)/s in the course of the two essays, a difference in procedure. 
Consequently when he returns to the problem of drama and history in 
the Gedanken. we find him able to state precisely wherein the function 
of the dramatist differs from that of the historian. He now 
definitely advises the poet against sticking too closely to the 
historical source. The dramatist has to supplement history, to pro­
vide motivation in a way which the historian cannot do; "Sich bloss 
an die Geschichte zu halt en ist nicht rathsam, weil diess eine gewisse 
Trockenheit verursacht. Der Geschichtschreiber erzahlt die Dinge 
nur mit denjenigen Ursachen, die er gewusst hat .... Der Poet soil die 
Handlung mit ihren zureichenden Ursachen vorstellen."^  He thus comes 
to see that truth of character is more important than truth of fact. 
The distinction between Schlegel and Gottsched appears as sharply 
marked here as anywhere. For Gottsched the historian related the bare 
facts and the dramatist supplied a moral bias- For Schlegel the 
dramatist must supply an artistic bias.
1 Sliakespear und Gryph ( Werke, III, pp. 48, 49; Ant., p. 83).
2 Nachahmung (Werke. Ill, p. 132; Ant-, p. 131).
3 Gedanken (Werk;e. Ill, p. 287; Ant.. p. 216).
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Conclusion
The thing that stri,kes us most forcibly when we turn from the 
Qritische Dj.chtkunst and the Bevtrüge. to the writings of Joliann Elias 
Schlegel, is that we are now dealing with someone for whom literature 
lives a He has an openness of interest which gives him the power of 
directly appreciating great art in various forms. Although he has 
only the faintest glimmering of wherein lies the true greatness of 
Shakespeare, he yet shews warm appreciation of the life and vigour of 
a play such as Julius Caesar, not only before its author became 
generally known and popular in Germany, but at a time when he was 
definitely condemned by authority. And what are the other names which 
recur most frequently in the pages of Schlegel's works? They are 
those of the Greek dramatists, of Racine and Molière. And to each 
of them his reaction is one of v/arm response to greatness, not of 
cold reserve which issues in pettifogging criticism of details. Such 
literature cannot, he feels, be created, appreciated or judged by the 
mechanical application of rules. Gottsched's conception of the poet 
as a Seiltanzer who performs a ticklish feat as he juggles with rhyme 
and rhythm, his glory increasing with increasing odds, is never 
remotely suggested in Schlegel's writings. "When he speaks of rules 
and verse, it is not as of an uncomfortable taskmaster, with whom one 
must try to effect a compromise. They are, for him, the poet's medium 
and craft.
If this is his attitude to individual works, it is in somewhat 
the same* spirit that he approaches the problem of art as a whole .
And here the true significance of his thought appears, in his actual 
realisation of the existence of a problem; not the merely technical 
problems which troubled and absorbed Gottsched; but a problem of the 
most fundamental kind. Yihat is the relation of art to nature? This 
is the question he continually asks himself. And his answer is, that 
art is an imitation of nature. But how close shall this imitation be?
In what terms shall v/e judge art? It is to prevent the loose use of 
the terms natural and unnatural, and to determine the limits of the 
much-vaunted probability, that he submits the principle of imitation 
to closer scrutiny.^  And if Schlegel, although so often insisting on 
the value of feeling and experience in the appreciation and understanding 
of art, demands more than "geubtes Gefuhl" in defining the scope of
1 Nachahmung (Werke. Ill, p. 107; Ant.. p. 106)1 "Eine genauere Unter- 
suchung des Be griffs von der Nachahmung habe ich seit langer Zeit fur 
eine Sache gehalten, welche une nt her lich ist, wenn man in der Dicht- 
kunst mehr mit Gründen behaupten, als nach eigenem Gutdunken und nach 
einem geubten Gefuhle entscheiden vdll. Ii/lan kann nicht eher Uberzeugend 
wissen, ob man etwas mit Recht natUrlich oder unnatUrlioh nenne; ja 
mich dUnket, man kann die Grenzen der Mhrscheinlichkeit nicht eher 
gewiss bestimmen, als bis man erst diesen Begriff auf das genaueste 
bestimmet hat."
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• imitation, we may take it that this was due to the menace of those 
who so glibly condemned many great literary works as unnatural and 
improbable. There are, and probably always will be, people who 
apply such criteria indiscriminately to art; but the offenders at 
that time in Germany were the very protagonists and would-be founders 
of a national literature. It was the official view against which 
Schlegel felt constrained to make a stand, and he rightly thought 
that a protest based on personal feeling alone would carry little 
weight or conviction.
But, despite this recourse to dialectic, his approach remains 
the very opposite of Gottsched's. Since the latter proceeds from 
principles on which he rigidly insists, he is forced into a critical 
attitude towards literature. Faced with any particular work, he 
must always ask whether it conforms to those principles which he has 
established as unassailable. Schlegel, by nature more impressionable, 
and deeply moved by great literature, makes his point of departure 
the works themselves. He does not assail the principle of imitation, 
but he examines it in the light of literature which he loves and 
admires. For this literature exists, it has moved many people 
before him and now moves him. Wiy then test its value by asking 
whether it conforms to a principle which was only established after 
observation of existing works of art? He would rather test the value 
of the principle by asking what light literature can throw upon it.
CHâPTER III
SCHLEGEL'S PRIMCIPLBS IH THE IIGST CF L&TBa 
DEVELOPœilS lil AESTHETICS
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Since Schlegel's approach to art and his understanding of 
its relation to reality were aesthetically far more valid than 
Gottsched's, it must at first sight seem surprising that his views 
and suggestions remained without direct results. But, although 
there may have been far greater value in the small compass of 
Schlegel'5 writings, Gottsched was in a position to wield far 
greater influence. His authority was unique- Other factors too 
played a part in minimising any chances which Schlegel's ideas 
might have had of exerting influence on contemporary thought.
He was no pioneer in the spectacular sense; his vjas a persuasive 
rather than a fighting nature, and he lacked that talent for one­
sidedness which is so much an asset in defending any cause Mth 
conviction- Moreover he ms not sufficiently a creative dramatist 
to clinch his precepts by example- True his life falls before 
the war which brought content and stimulus to German poets : but
it is doubtful whether he ms sufficiently master of the art of 
dialogue ever to have become a dramatist of the first rank. But 
by far the most important reason for the lack of interest aroused 
by his theories is the form in which they appeared. Despite 
inner coherence and unity of direction, outwardly they were not 
systematised. His idea of writing a "theatralische Dichtkunst" 
based on his principle of modified imitation vjas unfortunately 
never carried outand the suggestions for the newly-opened Danish 
theatre which temporarily took its place, although completely in 
tune with his general aesthetic, bear the unmis takeable mark of 
having been written in response to an immediate practical need.
And they were not published until nearly twenty years after his 
death! The fate of those articles and essays which were published 
during his lifetime is, however, not more enviable. For almost all 
of them appeared, scattered here and there, in Gottsched's periodicals 
not precisely the best position from which to exert an* influence 
which pointed in diametrically the opposite direction to that of the 
editor. But for a time it was the only door open to Schlegel. The
1 Of. letter to Bodmer, 18 September^  174 7, published by J. Crüger 
in Arch,iv fUr J,itteratur%.eschichte, Bd. XIV, Leipzig, 1886..
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long essay on imitation suffered particularly from these unfavourable 
opportunities for reaching the public. The first section of it 
appeared in the Qritische BevtrK^ ce: then Gottsched quite arbitrarily
split the second section into two, publishing part of it in a later 
number of the Bevtrà'pie and retaining the other part so long that 
Schlegel feared he must have found seme heresy in it and was not 
going to let it appear at all.^  The remaining paragraphs did, 
however, finally appear two years later, - but in a different periodical] 
A closely-knit argument severed thus limb from limb and appearing 
at such intervals could not hope to make a coherent impression, let 
alone exert influence. By the time Schlegel’s theories did appear 
in convenient form, in the third volume of the collected works (1764)^  
there was a new tang in the air and a different critical jargon pre­
vailed. His formula was, in fact, out of date, and for the full 
force of his ideas to be released, they needed to be re-expressed, 
as they undoubtedly would have been re-expressed had he lived.
It is certain that Schlegel’s theoretical works were known to 
later v^rriters - Lessing and Mendelssohn both acknowledge this - and 
they may even have been Icnown before the appearance of the collected 
works. Nevertheless, to speak of "influence" in the case of ideas 
which had been overtaken before they became generally accessible is 
dangerous. And^  in any case^ to say that one witer influenced another 
is not in itself very interesting. The interesting tiling is to see . 
precisely how the influence was effected and what were its results.
If this cannot be done, tracing influences is as idle and unprofitable 
as tracing sources. The similarity of an odd sentence may always be 
a proof of influence in tliat the author in question may have read it 
and it may liave lingered in his mind. But no number of similarly 
worded sentences are proof of influence if the general trend of an 
author’s argument or approach ultimately differs from that of his 
source. (Were this not so, it would be easy enough to prove that 
that most unlikely book, Gottsched’s Gritische Dichtkunst was the 
"source" of many things written later in the century!) This is above 
all true in -writing about aesthetics, where the test of validi-by is 
alviÆLys one of approach and never of what is said. Two sentences may 
be almost identical in wording, and yet the one, by its slight variation, 
may fall completely out of the aesthetic sphere, while the other re­
mains well -within it. Or again, a single sentence taken out of its
1 Of- letter to Bodmer, 19 April, 1746, Stand lin, 0£. cit.
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context may appear to be aesthetically quite valid, whereas, read 
mthin that context, it is at once seen to possess no aesthetic 
value at all. The sentence from Fraguier cited by Antonievficz on 
page ÀÜGGX of his introduction to Schlegel’s Sehr if ten seems to me 
at least as close, if not closer, to Gottsched’s description of the 
poet as to anything Schlegel ever said; while the general trend of 
Fraguier’s argument in the article^  from which the sentence is taken 
is so totally different from Schlegel’s thesis that there can be no 
question of it having influenced the latter’s thought, however much 
odd sentences from the French may have echoed in his ears and perhaps 
stimulated him to his own train of thought. But if tracing sources 
and influences on these linos is unprofitable, arguing with other 
critics about them is more so! And the interesting and important 
thing is not so much where Schlegel got his ideas, but vdiat he made 
of them.
There is little doubt that he knew the v/ritings of the members 
of the Académie and that he was also stimulated by the ideas of Bodmer and 
Breitinger. But no member of the Académie touches on so many problems 
of art with the same consistently aesthetic approach. And certainly 
no German before Schlegel did it. It is just this aesthetic approach 
which distinguishes him from Gottsched and makes him able to appreciate 
his sourcesy and select from them, and weld them into a whole which is 
informed throughout by his own personal view of art.
It is even true that a large part of what Schlegel says is v/hat 
Gottsched had already said before him. And yet just this very fact is 
the most convincing proof of Schlegel’s superiority, of his power, 
and Gottsched’s failure, to understand and appreciate art. For what 
Schlegel does is not only to maintain a point of view consistently - 
for example, the demand that drama must move the spectators, whereas 
Gottsched supports this demand once, under the influence of Horace, 
and frequently denies it elsewhere - but he finds for his opinions and 
suggestions reasons which are aesthetic, not practical. That is to say, 
when talking about art, he remains, with few exceptions, within the 
sphere of art. A dawning sense of the aesthetic distinguishes him from 
his master even when he is close. Schlegel was not the first to point
1 p. 94.
2 Qu’il ne peut y avoir des. Poèmes en Prose. Mémoires de littérature 
tirez des ré gis très de l’Académie royale des Inscriptions et Bel.lej3 
Lettres , Paris, 1717 ff. Tome 6, pp. 266 ff.
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out that good plays can be written on themes other than love.
Gottsched had said it before him.^  But the matter takes on a 
different aspect when we realise that Gottsched made this remark 
in an attack on opera, of whose moral influence he was highly sus­
picious, whereas Schlegel’s criticism is directed against the use 
of the love-theme in many French plays ; and he does not re ject the 
theme if it is used as bona-fide dramatic material, but only its un­
warranted introduction as an easy mechanical means of complicating 
the intrigue, which is dramatically a perfectly legitimate objection. 
Again, in his views on comedy, Schlegel only diverges from Gottsched 
at two points, but they are significant ones. Gottsched consistently 
maintained that comedy may not move the spectators or it will defeat 
its own ends, for as soon as we feel witji the characters we cease to 
laugh at them. Schlegel, on the other hand, perceived that great 
comedy must touch the heart of the spectators, which is significant, 
for soon afterwards the first great German comedy does so tenderly 
touch the heart. And Gottsched thought that improvement ensued from 
watching comedy because the spectator identified himself with the 
ccmic character, resolving never to be in the same undignified position 
himself. Schlegel describes the spectator of comedy as watching vdth 
amused composure and denies that he identifies himself idth any of the 
characters in the play. And to thus identifj^  oneself, certainly to the 
point of taking a resolve, as Gottsched suggests, is totally incompatible 
with aesthetic appreciation, which is not active but contemplative.
The purpose of this chapter is, then, to trace, not influences, 
but rather the lines of Schlegel’s spiritual kinship with other German 
writers of the eighteenth century, and at the same time to estimate 
the value of his principles in the light of later developments in 
aesthetics.
It is as a pioneer in the forward movement of German drama that 
he has usually been seen and in this connection his kinship vrith  
Lessing has constantly, and quite rightly, been stressedClearly 
his insistence on native themes - without excluding others if they
1 IXB., vol. 3, p. 298,
2 Franz Mayer (Ein VorlaUfer Lessings. Viertes Programm des nieder- 
bsterr. Landesrealgvmnasiums in Oberhollabrunn. 18^ 9) listed points 
in which Schlegel foreshadows Lessing. Later critics added to these 
and enlarged upon them. Recently a dissertation with a similar title
was accepted by the University of California; C. E. Borden, J B .. .Schlegel 
als Yorlaufer G. E. Lessings. 1937. Unfortunately I have not seen 
this .
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have a sufficiently universal appeal - removes him from Gottsched, 
who would only admit subjects from ancient history and saga for 
tragic treatment, and brings him nearer Lessing. He foreshadovirs 
him closely too in his condemnation of the indiscriminate translation 
of French dramas for the German theatre and in his regret that 
English plays, which might afford German audiences greater pleasure, 
are excluded from the repertoire; in his plea for native manners 
for comedy; in his avjareness, at a time when Gottsched’s authority 
was supreme, of the greatness of Shakespeare; in his direct approach 
to the Greek dramatists and his recognition of the essential difference 
between them and their French imitators; in his suspicion of the 
unities as unassailable rules. By all this Schlegel gave German drama 
an unmistakeable, if modest, push forward. As regards practical 
problems of the theatre he did more than that; for here his suggestions 
received full acknowledgement and their influence is therefore undeniable. 
Lowen drew inspiration for his scheme for the Hamburg .theatre from 
Schlegel’s recommendations for the theatre in Copenhagen,^  and in his 
announcement of the Hamburg:ische Dramaturgie Lessing quoted from the 
Schreiben von Srrichtung eines Theaters in Kopenhagen (although he 
attributed the passage to the Gedanken). Robertson goes so far as to 
suggest that without Schlegel’s clear and concrete plans for the Danish 
theatre the whole scheme of a national theatre in Hamburg might have 
remained rudimentary and impracticable.^  Lessing remained convinced of 
the value of Schlegel’s idea of a dramatic academy, and in a conversation 
with J. F. H. Muller in 1776 he recommended it as the best way to im­
prove the Viennese stage.^  Such a "Pi^ nzschule" had indeed been
premised by the directors of the Deutsches Theater, in 1769^  but had not
materialised. In 1777, however, a year after an academy of this kind
had been formed in Copenhagen as a direct result of Schlegel’s
1 J. F. Lbwen, Sehriften, Vierter Theil, Hamburg, 1766, pp. 1 ff.
2 J. G. Roberts on, Lessing’s Dramatic Theory, ed. S. Purdie, Cambridge, 
1939, p. 342.
3 J. F. H. Muller, Abschied von der k.k. Hof- und Nationa1-Schaubuhne, 
m en , 1802, pp. 132 ff.
4 This was in a Nachriclr^ t an das Publikum which repeats most of 
Schlegel’s suggestions. See Geschichte des gesammten Theaterwesens 
zu men, von den &ltesten bis auf die gegenwartigen Zeiten, men, 
1803, pp. 185 ff..
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suggestion, the plan was carried out in ViennaAnother suggestion 
which received Lessing’s support, and which was put into practice in 
many theatres, was that the proceeds of one of the early performances - 
Schlegel suggests the fifth - should go to the author. Schlegel has 
hitherto received all the credit for this, but actually the idea had 
already been put forward by Gottsched in the preface to the second 
volume of the Schaubuhne
In these more practical problems of the drama and the theatre it 
is clear enough that Schlegel is a precursor of Lessing. But it is 
as a pioneer in the movement towards an understanding of art that we 
vdsh to consider him here, and it is by no means so certain that his 
thoughts about the relation of drama to reality, and hence about the 
nature of art itself, ran on the same lines as Lessing’s. The relative 
position of the two vjriters on this point still needs clarification, 
and it reveals itself best through a comparison of their attitude to 
probability, the unities arid the function of drama.
Lessing approaches the question of dramatic probability, or at 
least one aspect of it, through the historical drama. As Schlegel 
too has much to say on this subject, it provides a convenient starting- 
point for comparison.
There are two things which make for a difference in their treatment 
of this subject. The first is that each has a completely different 
conception of the use of history as dramatic material. Lessing 
imagines that the dramatist first conceives his characters and then 
searches history for figures which resemble these. Having labelled his 
characters with these historical names, he may alter as he will the 
historical facts and situations, for to the dramatist these are not 
important. To him only the characters are of interest; and these are 
sacred (Dramaturgie 23). Except that Lessing’s dramatist conceives 
characters first, what he says here is strongly reminiscent of Gottsched’s
1 Of. H. A. 0. Reichard, Thea^ ter-Kalepder auf das Jalir 1777. Gotha, p. 99, 
In Denmark Rosenstand-Goiske with his Dramatisk Journal took the rôle 
which Schlegel might have played so well had he lived, and supplied 
that regular criticism of plays and actors which was one of his main
suggestions for improving the theatre. In the last number of his
journal (1771) Rosenstand-Goiske directly refers to Schlegel in con­
nection with a "Pflanzschule”.
2 Of. Ivliller, 0£. cit., pp. 23 7 , 249.
3 Die deutsche Schaubuhne, ed_._ cit.. vol. 2, p. 22*
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recipe for writing drama. The latter advised the dramatist to 
think first of a moral precept and to invent a suitable plot which 
would illustrate it. He must then look round in history for a 
similar event and give his characters the familiar historical names 
associated with it. Beyond this point the dramatist need have no 
further concern with the historical accuracy of either characters 
or events.^  History simply serves to give tragedy the stamp of 
reality, to persuade the audience that this actually happened.
Any deviations from fact are sanctioned if they further the ends 
of morality.
Lessing does not say why his dramatist v/ants historical names 
for his characters. Assuredly not for the same reason as Gottsched, 
for he realised well enough that drama "convinces" by portraying 
not -what has happened but what could happen. All the same, it is 
very much of a recipe that he offers here, in that he takes no 
account of how a dramatist does in fact proceed when he creates 
historical drama. Indeed he goes so far as to say that he is not 
concerned with how most historical tragedies have been conceived, 
but vdth how they ought to be conceived!
Schlegel’s point of departure is very different. He imagines 
that the initial stimulus for the dramatist comes from the historical 
characters or events; that, in recalling or discovering history, 
he feels the urge to make old heroes live again and to fashion into 
drama the deeds they did. This was how it happened to him with his 
own Canut. He tells us that he found the old Norse histories so 
rich in characters and great events that he was seized with the desire 
"to gather blocms fran a field which poetry had hitherto left un­
touched."2 This difference of approach makes Schlegel much less 
elastic than Lessing in his views on the relation of drama to history, 
and, at times, irritating in his pettifogging criticism of anachronisms 
and inaccuracies of costume. Nevertheless it is much more likely 
that a dramatist’s imagination i^s set working in the way described 
by Schlegel rather than in that advocated by Lessing. But, in point 
of fact, the question can only be satisfactorily answered by distinguishing 
between historical tragedy and historical drama, a distinction which 
neither of them attempted.
1 P.P.. p. 674.
2 "Werke. Ill, p. 216; Ant.. p. 168
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Historical tragedy is tragedy which takes for its theme events 
that have actually occurred. From these events the poet selects 
only such particulars as possess a significance passing beyond 
themselves. All that is neither relevant nor revealing he rejects. 
Into his subject, as it then presents itself to him, he has to 
inject the nerve of tragic conflict; into his characters he has 
to introduce motives which will adequately account for their deeds.
And his aim in thus treating these fearful and pitiful events is 
to move his audience, to grip their emotions so that they are kept 
in tension. But if, instead of shaping his material, he wilfully 
distorts it, if he so blatantly departs from history that the 
spectator, confused by the contrast between this and the traditional 
figure he has held in his imagination, is tempted to ask; "Yes, but 
why give him that name rather than another?" then he will have 
failed in his object. Although he is not bound to follow history 
slavishly, the only justification a poet has for treating tragic 
events from history, is that he is interested in precisely those 
events, or in the characters concerned in them; in short, that he 
wanted to create a historical tragedy. This is what the Greeks did, 
and what Shakespeare did. In our time it is what T. S. Eliot has 
done in Murder in the Cathedral.
But the motive and the object of the poet who writes historical 
drama are different. His motive is frequently satire, and his 
object to interest and amuse his audience, but not to stir their 
emotions. A large part of the secret of his art rests on incon­
gruity, and just by this trick of blatantly distorting history he 
is able to bring home points to his audience in a quite unique way. 
This is what Shaw does in Caesar and Cleopatra^ ; he sets history 
at defiance in order to satirise under historic guise English con­
ventions and prejudices of the nineteenth century.
Neither Lessing nor Schlegel realised this distinction. Although 
in the 23rd instalment of the Dramaturgie Lessing is talking about 
tragedy, the way he suggests for the dramatist is more likely to 
lead to historical drama. And just because Schlegel really thinks 
only of historical tragedy all the time, and applies these standards 
indiscriminately, he is unable to see that it is perfectly legitimate 
to disguise a satire of one’s own time in historical costume. That 
is chiefly why he is unable to appreciate Régnard’s Dêmocrite.
Cf. M. Macgregor, Studies and Diversions in Greek Literature, 
London, 1937, p. 6.
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Although he did not think that the dramatist should write for 
the few, hut rather for the average man, Schlegel pointed out that 
the value of historical accuracy is that it satisfies "den genauesten 
Kenner". And there is some truth in what he says. The historian, 
having a more practical relation to the material of the play than 
anyone else, may quite well he so disturbed by historical inaccuracies 
that he is unable to take pleasure in it at all. What Schlegel did 
not realise, however, is that, if the play is good enough, we may 
completely suspend our knowledge for the time being, and even the 
most historically-minded member of the audience may become a "poetic" 
spectator and be concerned only with intrinsic, instead of historical, 
truth. Lessing saw that it was the response of the audience that 
really mattered in judging a play such as Dêmocrite : and even those
who knew perfectly well that Athens had no desert and no king, no 
tigers and no bears, still laughed heartily (Dram. 17).
The other thing that makes for a difference in their treatment 
of this question is that each has a different object of attack.
Lessing’s enemy is Voltaire with his carping criticism of historical 
inaccuracies. To ccmbat him, Lessing will defend almost any dramatist 
or any play, for he is concerned to defend dramatic life against a 
drying breath which threatens the very essence of it. It is this 
checking-up vdth historical text-book in hand vdiich maddens him, and 
makes him prepared to grant the poet considerably more licence in 
the use of historical material than he might have done, had he not 
had this object of irritation constantly before his eyes. It is 
possible that Schlegel might have reacted in similar fashion to such 
pedantic arrogance wiiich seemed to sterilise the creativity of the 
poet. But his bate noire happened to be different, and it tended to 
drive him in just the opposite direction to Lessing.
He was irritated by the habit of labelling a tragedy with 
historical nsimes when the characters might just as well have had 
fictitious ones. With his conception of historical tragedy, which 
is on the whole a right one, this was a quite justifiable objection.
His mistake was to apply the same standards to satirical comedy.
Perhaps his was too serious a nature for this vaudeville kind of 
burlesque, too serious to be able to appreciate the irresponsible 
gaiety of Régnard. But I am inclined to think that the true explanation 
is a different one. The plan for his own Gartnerkbnie: suggests that 
he was unlikely to condemn this kind of comedy out of hand. In the 
satirical Tot enge sprach his concern is not to appreciate Dêmocrite.,
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any more than in Her odes it is to estimate the merits of Elaj as a 
playwright. In each of these, the object of his attack are certain 
French dramatists and their German imitators, and he mocks at the 
way they constantly prate about rules but proceed to evade them in 
practice. Unfortunately, in extending his criticism to Regnard’s 
disregard of historical accuracy for the purposes of satire, he 
oversteps the mark and completely misses the point of the play.
Granted these differences in approach, it is amazing how similar 
are their conclusions on points which really matter. Lessing may 
administer a deserved rebuke for the pedantic criticism of costume 
and anachronisms, but he endorses Schlegel’s main objections which 
concern the introduction of a bewildering number of irrelevant people 
and the quite unnecessary complication of the plot (Dram. 18); and
in a later instalment (Dram. 33), he actually confirms Schlegel’s 
main point that, if the characters created are totally unlike their 
historical counterparts, it would surely be better to avoid these 
names altogether. In fact at this point he assumes an even more 
rigid attitude than Schlegel’s own, and asserts that, although the 
poet may juggle with the facts, no detail of the characters may be 
changed, for "die geringste Veranderung scheinet uns die Individualitat 
aufzuheben, und andere Personen unterzuschieben, betrügerische Per­
sonen, die fremde Namen usurpieren, und sich fur etwas ausgeben, was 
sie ni.cht sind"; whereas Schlegel had been content so long as the 
dramatic character retained the broad outlines of the historical 
figure, and had sanctioned the introduction of any other traits which 
blended sufficiently well with these to make a living vhole.
But that rigid attitude is exceptional in Lessing and in no way 
represents his usual position. It is much more typical of his whole 
approach when he asks whether it matters if.Thomas Corneille’s Essex 
is mainly fiction and veiy little fact; whether* the play is the less 
moving because the poet happens to have used the names of real people 
(Dram.. 23). A dramatist canmits a far more grievous offence if he 
allows a character to be at odds with itself than if he makes it con­
flict with history (Dram. 34), for it is not historical truth which 
makes a poetic theme credible, but inner probability. This is the 
point on which Lessing and Schlegel are absolutely agreed whatever 
their minor differences. Both think that it is delineation of 
character which is of paramount importance for drama, that only the 
inferior poet rejoices in the mere piling up of intrigue and action.
The more cautious Schlegel never says, as does Lessing, that the
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characters must belong to the artists’ own world, a world in which 
cause and effect may be in a different sequence but must yet 
follow on each other as strictly as here. But he is just as in­
sistent that it is the characters and not the facts which make a 
play "probable", since the source of human action is in character; 
he is just as clear as Lessing about the necessity of precise 
motivation if the characters are to be made convincing. In fact 
on some points their wording is close enough to suggest direct 
influence
Thus, although Lessing’s attitude is frequently more elastic 
than Schlegel’s and he is willing to concede the dramatist greater 
freed cm in the handling of historical material, their approach 
to the question of dramatic probability is fundamentally the same 
in that both demand an "inner probability" of characterisation 
and motivation.
Now this is an aspect of probability which only concerns the 
content of drama, that which drama has in common with the epic and 
the novel, and even with the reality on which it is based. For 
even if we are recounting an event of every day life, we must give 
adequate information about the people concerned^ and about their 
motives for acting in the way they did, if we wish to make our 
story convincing to the hearer. Otherwise his imagination is left 
unmoved, and he can but take the account on trust, accepting the 
facts because he is assured that they have happened. But there is 
another aspect of probability which concerns dramatic form, and 
whilst both Schlegel and Lessing are at one as regards probability 
of content, they differ in their attitude to probability of form. 
This difference is particularly apparent when they discuss the 
unities of time and place.
Both are agreed that such external rules as Gottsched had 
formulated as essential for drama are unimportant in themselves.
Ke indeed disparagingly refers to the tragic situation and the 
delineation of character as the "aUsserliche StUcke einer Tragbdie" 
For him the real secret of dramatic excellence depends upon the 
observation of what he perversely calls the "innere Einrichtung", 
by which he understands the unities, the liaison of scenes, etc.,2
1 Of. Schlegel, Werke. Ill. p. 282 (^ nt.. p« 212) with Dram. 32.
2 po 673. ,
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all those technicalities wiiich we should describe as most external 
and unimportant. Schlegel completely reverses this position. Hiat 
for Gottsched are principles are for him merely precepts, intended 
only to facilitate the execution of the work from the point of view 
of the artist and to ensure the maximum of success in its effect, 
ïïven in his early review of lier odes he recognises that there are 
arbitrary rules of composition dependent on the age, the customs 
of the country, the language and the physical conditions of the 
theatre. They seem to him like a legal code based on ive 11-proved 
experience and accepted mth tacit understanding by playwright and 
audience. Hence he can later envisage the abrogation of these 
rules under changing conditions, and he declares that not even the 
strictest observance of them (here he is obviously tilting at 
Gottsched) can ever make up for the lack of effective treatment of 
character and action. It is these which for him constitute the 
essence of drama.
In this Schlegel anticipates Lessing’s famous remark in the 
4 6th StHck of the Dramaturgie; "die strengste Regelmassigkeit kann 
den kleinsten Fehler in den Charakteren nicht aufwiegen". Lessing 
is as impatient with those "kahle Kunstrichter" who think that the 
observation of mechanical rules is the sole source of dramatic per­
fection as is Schlegel with those who, "von ihrer Studierstube aus", 
prescribe rules and judge the intrinsic beauty of a play by its 
mere outward form.^  Their impatience is particularly aroused by 
those who ostensibly conform to rules which in reality they do their 
utmost to evade; "Bin anderes ist, sich mit den Hegeln abfinden; 
ein anderes sie wirklich beobachten" (Dram. 46). The rules which 
were most flagrantly broken in spirit whilst being kept in the letter 
were the unities of time and place. Both Schlegel and Lessing com­
plain of the physical interpretation of these which insists that, 
since the spectator remains for three hours in the same place, the 
action on the stage must remain in the same place too, and its 
duration approximate as closely as possible to the length of the 
performance. #ien Lessing discusses the unity of place he quotes 
with approval a lengthy passage from the Gedanken "unsers Schlegels" 
to the effect that, if the action demands that the scene be changed, 
it would be better to openly admit this as do the English. Schlegel*s 
constant complaint about the vague setting which was adopted in 
order to facilitate the apparent observance of the unity of place is
1 1/tferke. Ill, p. 292; Ant.. p. 221.
2 Of- Dram. 33 with Schlegel, Werke, III, p. 269 (Ant., p. 201)
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echoed by Lessing when he writes; "Anstatt eines einzigen Ortes 
fUhrten sie ^nen unbestimmten Ort ein" (Dram. 46), and that he 
was familiar with the whole of Schlegel’s writings is clear from 
many verbal echoes.^
The marked similarity between Schlegel and Lessing bn this 
question of the unities should not blind us to the important 
difference between them in their attitude to form. Lessing, 
carried away by his opposition to Gottsched and the French, re­
jected both unities out of hand, and he did not discriminate 
between types of plays in which they might, or might not, be 
used to advantage. Schlegel, on the other hand, sees that these 
two unities are not without value of a certain kind for drama.
%iile he is willing to dispense with them in plays vdiich depend 
for their effect on considerable outward movement, and expresses 
his admiration for English plays in which they are disregarded, 
he yet recognises them as ideal conditions for the more con­
centrated type of inner psychological action- Moreover he dis­
tinguishes between the relative value of the two unities, and 
is more inclined to reject the unity of place than that of time.
For he sees that the latter is often an indispensable condition 
of drama. In ordinary life events rarely follow upon each other 
quickly enough to lead to catastrophe; "so erachtet man es fur 
not hi g, die Zeit so sehr einzuschliessen, a Is es mbglich ist, 
damit eine Hand.lung in bestandiger Bewegung sey, damit stets 
Polgen aus Folgen entstehen, und nichts durch einen Sprung 
geschehe- Denn sonst wUrde dieselbe durch a Her ley Zwischen- 
falle unterbrochen werden mus sen . A modern critic, Edxvard
Bullough, points out that in many a tragedy the catastrophe would 
be even intrinsically impossible, if fatality did not overtake 
the hero with that rush which gives no time to forget and none to 
heal, and he adds that in such cases criticism has often (mistakenly) 
blamed the work for "improbability".^  This is just what Lessing 
does when he recites a list of events which are crammed into one 
day and asksi "Hat er darum die Einheit der Zeit beobachtet?
Denn was er an einem. Tage tun lasst, kann zwar an einem Tage getan 
werden, aber kein vernUnftiger Mensch wird es an einem Tage tun"
1 Cf. Werke. Ill, p. 293 (Ant., pp. 221, 222) with Dram. 45, and 
pp. 11 and 95 (Ant., pp. 37, 65) with Qrag. 46.
2 Werke, III, p. 295; Ast., p. 222.
3 E. Bullough, ’Psychical Distance* as a factor in art and an 
aesthetic principle. British Journal of Psychology. 1912, 
vol. 5, p. 103.
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(Dram. 45). He is here applying to drama standards of every day 
commonsense. It is the old confusion between Art and Nature, and 
into this confusion Schlegel does not fall. He knows that in the 
theatre, as in any other art, there is no escape from convention, 
and that all conventions can be made acceptable, even though they 
may not be used indiscriminately. He is therefore willing to accept 
a certain measure of "improbability" occasioned by the unity of 
time, just as he accepts other conventions which, from the point 
of view of practical reality, are equally improbable.
Thus, althoLigh Schlegel is close to Lessing in his rejection 
of the absolute validity of the unities, in his recognition of 
their value for some kinds of drama and in his refusal to apply 
to such conventions the criterion of probability, he takes up a 
position which is aesthetically more defensible than Lessing’s.
The latter is much more prone to apply the measuring tape of 
reality^  not only to the characters and their motives, where it 
is legitimate, but also to form, thus ignoring the essential 
difference between art and nature.
Indeed this distinction is one which Lessing never clearly 
accepted at all, When he speaks of the function of drama, his 
demands, if not those of every day life, are certainly those of 
metaphysics rather than of art. True he rejects, as does Schlegel, 
the idea that a drama should be written to illustrate any particular 
moral principle.^  It is immaterial whether a general truth may be 
deduced from a play or not. But he nevertheless thinks that its 
function is to represent the kind of truth which will shew us what 
we should do and what we should leave undone; which will acquaint 
us with the signs of good and evil and with their consequences,
so that we may never be tempted to abhor what we should desire or
to desire what ;ve should abhor (Dram. 34). Schlegel was content 
to observe that drama shews us things in a different relation, 
that it selects from reality, rounds off and throws into relief
what it thus selects. Lessing sees this too, but he has to find
for it a teleological explanation, as in the 70bh Stuck of the 
Dramaturgie which is the closest he comes to a fundamental con­
sideration of aesthetic composition; " ... nature is a spectacle 
only for an infinite mind. In order to have finite minds participate 
in the joy of this spectacle, these must be endowed with the faculty 
of prescribing limits, which nature herself does not possess ...
1 Of. Schlegel, Werke. Ill, p. 271 (Ant., p. 203) with Dram. 35.
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It is the purpose of art to relieve us of this isolation in the 
realm of the beautiful, and to facilitate the fixation of our 
attention." In this passage, Lessing’s consideration is obviously 
metaphysical rather than aesthetic. As Nolte says, he lifts art 
from the hands of nature only to drop it into the lap of thought. 
Although Schlegel is still to seme extent held fast in the rationalistic 
approach to poetry - he could never have agreed with Grillparzer 
that it is a kind of Unsinn - he is yet much more open to its 
sensuous appeal than Lessing, and stresses rather its power to move 
than its meaning or message. He does not find it necessary to see 
in drama a copy in miniature of the infinite spectacle of the universe-, 
but simply describes the craft of the dramatist, recognising that 
many of the changes he makes are due to the demands of his medium.
Even when Lessing makes our emotional reaction the test of 
virhether a drama has too closely imitated nature, he cannot quite 
escape this confusion between art and life. He quite rightly points 
out that the principle of imitation of nature in itself would 
justify any dramatic monstrosity, and that some other criterion is 
necessary before we can decide whether a form such as tragi-comedy 
is legitimate or not. The criterion which he suggests is the 
emotional reaction of the spectators; and he maintains that, when 
witnessing an important and moving event in real life, wre feel dis­
turbed ty the intervention of amusing or less significant interests, 
and seek to avoid the distraction which they cause. From this he 
concludes that it would be WTong for art to imitate just that which 
disturbs us in nature (Dram.. 70). But, by thus going for his 
explanation to reality instead of remaining in the sphere of aesthetic 
reactions, he once again fails to recognise that art is different from 
life- Schlegel, dealing with the same question, does not make the 
same mistake. He makes no such reference to our reactions in life 
but confines his attention to the function of tragedy ivhich is to 
arouse strong emotions in the spectator. Anything which would tend to 
weaken the force of these emotions should therefore be avoided, how­
ever life-like: "die Natur dient nicht zur Entschuldigung"Here,
as elsewhere, he keeps life and art clearly apart in their functions.
It is clear that in his dramatic criticism Schlegel more con­
sistently adopts the aesthetic position than does Lessing- It should 
not therefore be assumed that his views could ever have had the same 
practical value for the future of the German drama. Lessing is the
1 F.0. Nolte, Lessing’s Laokoon. Lancaster, P-A. 1940, p. 43
2 Werke. Ill, p. 60; Ant.. p. 93.
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pioneer who gets things done. He is able to drive his lessons 
home in a way that his predecessor had been unable to do largely 
by virtue of his vigorous, trenchant language. Contrast, for in­
stance, the bluntness of Lessing’s disapproval of French affectation 
as "handwerksmassiger Zwang, kalte Etikette, missverstande^  Kunst" 
with Schlegel*s more cautious and indirect mode of expression;
"Perner findet man bey den Franz os en, die sich auch in den geringsten 
Kleinigkeiten eine sehr ernsthafte Boschèîfftigung aus dem Wohlstande 
zu machen pflegen, eine gewisse angstliche Hbflichkeit "I ’/ïhere 
Schlegel is content with a colourless generality, in Lessing the 
same thing becomes concrete, individual, alive, dramatic. The real 
reason for his superiority is to be sought^  not so much in his thought ^ 
as in his language and in the campaigning nature of his writings, 
that uncompromising one-sidedness which does not allow him to dwell 
on the virtues of his opponents, even if he sees them. It is not 
without significance that in the Dramaturgie he mentions Racine only 
in passing and not without disparagement, indiscriminately coupling 
his name with that of Corneille- Perhaps he feared that, by according 
to Racine the praise which was his due, he would furnish his opponents 
with weapons with which to confute his own arguments- Schlegel had 
less biased views, but for that very reason was much less likely to 
make them prevail. In his whole-hearted appreciation of Racine, as 
in his discriminating analysis of the difference between him and 
Corneille, he reveals a truer approach, though one not so likely to 
produce reforms- With an impartiality which springs from having no 
axe to grind and no windmills to tilt at, he remains open to the 
virtues of the most widely-differing kinds of drama - that of the 
Greeks, of Racine and Molière, of Shakespeare, Holberg and Gryphius; 
and his insistence on the merits of the native drama of each nation, 
as well as his demand that dramatists should return for their material 
to native history and saga, strike a note which anticipates Herder- 
Critics have often been eager to claim Schlegel as a pioneer in the 
movement to overt hr ov/ the French, but this he never was in any indis­
criminate sense. Much as he deplored the exclusive domination of the 
German stage by French traditions, much as he derided some of their 
dramatic methods, his love for the great French dramatists continues to 
the end. His analysis of the national temperament of the English and 
the French, and the way in which he traces the differences in their 
drama to this difference of character, reveal him as a critic with 
the historical approach who, in being able to see the merits of the 
French without being slavishly bound to them, was unusual in his time.
1 Werke- III, p- 264; , p. 196.
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We are here concerned, however, not with a history of German 
drama, but with the development of an understanding of art, and 
at this point Lessing and Schlegel follow different paths, however 
close they may be in much of their dramatic criticism. Schlegel 
saw drama not as a photographic reproduction of reality, but as 
an imitation of characters in action, an imitation from which 
irrelevancies have been pruned and everything emitted which does 
not contribute to the desired effect; an imitation in which 
characters are revealed in a light which life itself can rarely 
shed upon them, and the whole made convincing by a strict causality 
and adequate motivation. Lessing does not demand a photographic 
reproduction of reality either; but the principles which he 
suggests as a guide to the artist in selecting from the objects of 
reality are philosophical rather than aesthetic ones. He expects 
him to represent a "truth" which is not apparent in the seemingly 
fortuitous events of life, and to do this with the intention of 
producing in us an illusion of reality, not, it is true, a crude 
illusion of the senses, but a reaction in lAich our emotions are 
indistinguishable from those which we normally experience. Thus 
the artist is not distinguished from the philosopher.
What we can thus deduce about Lessing and the problem of art 
from the Dramaturgie is borne out by his other writings. He did 
not dispute the principle of imitation, but he never made any 
pretence of investigating its scope. Rather he accepted Eatteux* 
doctrine as an established fact. Even in his most mature work he 
never got beyond the idea of imitation of la belle nature. Being 
concerned only with the practical things of literature, he had no 
vdsh to link himself with the speculative aesthetic of Baumgarten^  
and he doubtless preferred works such as Eatteux’ just because 
they assume the beautiful and more or less give instructions for 
reproducing it in art. Hence, although in practical questions of 
poetry, Lessing retained his independence completely and often 
attacked Eatteux, on the fundamental problem of the essence of art 
he accepts his views unquestioningly, and in his review of Adolf 
Schlegel*s translation and commentary he praises Eatteux without 
even referring to Schlegel’s significant objections.
Lessing demands that whatever is imitated by the artist shall 
first be pleasing in itself. Beauty does not arise through the 
process of imitation; its essence is to be sought in the object 
of reality, not in the art. Since he saw no virtue in mere landscape, 
he could find no virtue in the treatment of it, and he failed to
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understand that even the ugliest object, the most unpromising 
event, can be used with effect by the artist. It seems not to 
have occurred to him that art itself might endow nature with an 
ideal; that this is to be found, not in the quality of the 
artist’s subject, but in the quality of his treatment. Indeed his 
interest is not in aesthetic principles at all, although the fact 
that he wrote the Laokoon might lead one to assume the contrary.
He is never able to put his finger on the essence of art, and he 
is not moved, as was Schlegel, to reckon v/ith its unlife like forms.
Equally unconcerned with these, and equally unable to define 
art, are the theorists of the Sturm und Drang. They try to under- • 
stand art, not by examining its forms or its relation to reality, 
but by exploring the personality of the creative artist. In this 
they were following in the footsteps of Klopstock who in his attack 
on Batteux^  argues that the imitation theory cannot account for 
lyric poetry; "If my friend feels almost the same as I do because 
I have lost my beloved, and if he communicates this s^ rmpathy iwith 
my suffering to other people, is that just imitation? In such a 
case, to ask nothing from the poet but imitation is to turn him 
into an actor." For 111 ops took poetry is "Ausdruck des se lbs ter lebten 
Gefuhls". The poet does not shew things as they are in reality; 
he selects from them those aspects which have moved him and are 
capable of moving others. In art, according to him, everything 
depends on the emotional value of the subject treated.
Viewed historically, this is a distinct advance, because what 
was so lacking in German literature up to the middle of the century 
was this very emotional content, feelings which were strong and 
directly experienced. But Klopstock was mistaken in thinking that ^ 
substituting expression for imitation,he was advancing a theory 
of poetry which had intrinsically greater value than the one he was 
combating. To stress feeling does indeed complement the idea of 
imitation, but it fails to draw attention to the difference between 
expressing feeling in general and expressing it as an art.
The Sttirmer und Drang er are equally convinced of the importance 
of feeling for poetry and are obsessed with the creative personality 
of the poet. Their tendency is to identify the essence of poetry 
with the nature of the poet. This is why Gerstenberg is so concerned
Gedanken Uber die Hatur der Poesie. 1759. Sammtliche Werke. %VI, 
Leipzig, 1830.
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to discover the distinction between poetic genius and any other 
kind of genius. He tries to get at the nature of it by investigating 
the effect of the poet’s v/ork upon us and finds that his distinguishing 
mark is his power to produce illusion, to make us absorbed in scme- 
thing even against our will. In thus recognising the importance 
of the aesthetic reaction, Gerstenberg made an important contribution 
to the understanding of art, but he was forced to confess his failure 
to define completely the nature of poetic genius, nor indeed could he 
hope to do so w5.thout taking into account the importance of medium 
and craftsmanship.
Lenz too is concerned to find the distinguishing mark of the 
poet. He agrees in the main with Gerstenberg’s description of him 
as a genius who is capable of producing illusion, but he fears that 
to merely reflect back images so faithfully that they might be con­
fused with their originals in nature would result in mere naturalism.
In an attempt to avoid this^  he introduces another criterion of the 
poet which he derived from Lessing, "mit Absicht diehten". This he 
renders as "Standpunkt nehmen", by which he means that the poet should 
be guided in his selection of the images to be reproduced by a 
unifying intention, or point of view, which will give them coherence- 
But in thus wishing poetry to convey a message of some kind, he is 
concerned only wi.th the content and not with the form, and this in 
spite of the fact that, like all the Sturmer upd Drà'nger. he thinks 
of the poet as a "maker", "a second creator under Jove". This 
equation of the artist with the creator runs through all their works, 
but the point to note is that there is very little difference for 
them between "Idealmensch" and "Idealdichter". It is by acting and 
doing that we resemble God, who never ceases to act and do; and when 
Goethe says in Von deutscher Baukunst "In dem Menschen ist eine 
bildende Katur", he means man in general and not the artist in particular 
And it is just here that he and his fellows fail. They see clearly
enough the importance of energy for the artist, but none of them
Succeeds in saying how he happens to create art rather than ar^ thing 
else» For energy is something which the artist has in common with 
other great men and, although creation undoubtedly has considerable 
validity as a contrast and corrective to representation, it has little 
value as a standard in itself.
A similar confusion is apparent in the Sturm und Drang conception
of the effect of art. In expecting a drama to stimulate to. action,
they are moved by practical^  rather than aesthetic^  considerations.
Lenz suggests that, to estimate the value of a drama, we should enquire 
what effect it has had, not only upon our being, but upon our doing.
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Gbtz, he thinks, should challenge men to emulation; by reading or 
witnessing the play, they should feel moved to imitate him.^  Thus 
the theme should stimulate directly to action; unless it does this, 
it has failed in its purpose, however perfect the satisfaction we 
derive from the work. This is also the thesis of Schiller’s early 
essays on the drama, in v/hich the stage, is thought of as a moral in­
stitution, a school of practical wisdom. Its function is to serve 
as a complement to religion and law and Schiller clearly envisaged 
all kinds of direct practical effects which drains, might have. It 
is with something of regret that he admits that its lessons may 
often fall on deaf ears^  and that Karl Moor’s unhappy history may 
nob have the effect of making the highways safer.* Such an attitude, 
although it assumes that the appeal of drama is through the emotions, 
cannot disassociate these emotions frcm their practical reference 
to life. It does not conceive of a peculiarly aesthetic reaction, 
but of a direct appeal to the ordinary human emotions. Hence 
Schiller’s statements "Der unglUckliche weint hier mit fremdem 
Kummer seinen eigenen a u s . "2
This new feeling for imagination and emotion does invaluable 
work in infusing literature with a new vitality. It brings some­
thing dynamic into poetic creation, and, for the forward movement 
of German literature, it was urgently necessary, nay indispensable, 
that the floodgates should be thus opened to feeling and vitality.
But to our understanding of art this makes only a one-sided con­
tribution, For, despite the substitution of feeling, imagination 
and creation^ for rules, probability and imitation, Sturm und Drang 
distinguishes just as little as did Gottsched between art and life.
The other contribution, which is just as necessary for a ccmplete 
understanding of the essence of art, is made by those who Insist 
that art is not nature and never pretends to be nature, that it is 
a copy neither of objects without, nor of emotions within, the 
artist; by those, who, instead of trying to blur the frontier between 
art and life, fully recognise the distinction between them, studying 
the forms of art because they know that therein must be sought the 
key to the difference. To this trend Schlegel belongs.
To recognise this in no way minimises the value of such movements 
as Stum und Drann:^ with their power of fertilising literature, and
1 TJeber Goetz von Berlichingen. Gesammelte Schriftep. Leipzig, 1917/
Bd. IV, p. 303.
2 Die SchaubUhne a Is eine moralische Ans ta It betrachtet. 3%mt liche 79erke. 
Stuttgart und Berlin, 1901, 05, Bd. XI, pp. 99, 100.
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especially the draaia. Drama is a Janus-like art, looking at 
once towards nature and away from it and ever seeking to establish 
a new balance between these two opposing tendencies. Wiile 
excessively naturalistic theories can never be fruitful for the 
understanding of the essence of drama, and rarely in practice 
produce great plays of lasting value, they yet often provide a 
healthy reaction against outworn forms and conventions and 
thereby infuse new life into the theatre. Even Gottsched *s 
reforms tended in this direction, and if, in spite of these 
more natural forms, the drama produced made a singularly lifeless 
impression, this was due as much as anything to lack of content 
in the national life. For, more than any other artist, the 
dramatist looks outward for his material; what passes through 
■fche alembic of his creative imagination has first to cone into 
him from the outside world. The musician, on the other hand, 
looks inward, since his is the least representative of all the 
arts; and it is not vAthout significance that, in a period when 
Bach, unaffected by the nullity of life mthout, ivas creating 
out of the richness of his inner experience, the draiaa of 
Germany was at a low ebb. Indeed in this early period, despite 
more natural forms, little could be done but practise these 
forms assiduously until the national life should have assumed 
greater significance. And this is the significance of all the 
play-writing and play-staging in the years between 174 0 and 
Lessing’s first plays; that the thin, poor scraps of reality 
were being poured into the mould of dramatic form, and acted 
and witnessed. So that when Lessing came to Leipzig he found a 
stage on which regular drama was performed, - and, if he could 
not go to the theatre to see what was right and be inspired by 
it, he could at least go to see what was wrong and to criticise 
it.
#iat Gottsched and his immediate successors failed to do for 
the content of drama was accomplished by Lessing and the Sturm 
und Drang. In the 7th Book of Dichtung und Walirheit Goethe hails 
Minjga vop. Barnhelm as "the first dramatic work which drew its 
subject from the greater public life". And indeed the Sturmer und 
Drang er were so obsessed iivith the new content which they had found 
for drama, that their theory is mainly concerned with this, and 
they come no nearer to solving the problem of significant form.
This could only ccme out of the recognition that, however life-like 
the content, drama in. its forms and effects must yet be scmething 
very different from life itself. #iatever the differences r-and
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they are many - between Lessing and Gottsched, betvfeen the Swiss 
critics and the Sturm und Drang. they all have this in common, that 
they are concerned rather to stress the similarities between art and 
life than the differences. Lessing and Gottsched look for the ideal 
in outer reality; the Swiss and the Sturm und Drang look for it in 
the poetic imagination. Schlegel looks for it in art itself; and 
although his artist is a ’mere’ craftsman compared with the would be 
’creators’ and ’gods ’ of the Sturm und Drang. yet that is how the 
artist producing great art has usually seen himself. He has been 
concerned with his art rather than with his otvn nature. In seeing 
that the ideal is in the art, in i/iiat the artist makes of his St off, 
Schlegel is nearer to Mendelsaohn than to any other of his contem­
poraries or successors.
In an illuminating conment on a remark of Herder, Mendelssohn 
reveals in one flash the whole failure of Sturm upd Drang aesthetic 
theory and his own more profound insight into the essence of art. 
"’1/Vilde Binfalt’, sagt der Verfasser (Herder), ’ist das Feld der 
Dichtkunst. ’ - 0 ja j a Is ein Ge gens t and der ITachahmung; denn sie 
ist reich an Illusion. So lange aber diese wilde Sinfalt noch 
Natur ist, giebt es noch keine Dichtkunst."^  In this statement 
Mendelssohn fully recognises the importance of feeling, of natural­
ness, of vital energy; such things have power to move and without 
them poetry is not poetry. But he recognises too that these are not 
enough, but that in the hands of the artist they must undergo a 
transformation into "something rich and strange". He does not think 
that beauty in art results from selecting from the beauties of nature, 
but from the art of the artist as he creates a new whole in his own 
medium, and in so doing often has to depart from nature. It is here 
that he is so alcin to Schlegel. The latter has not the same interest 
in the nature of the creative artist; his artist is a humble 
imitator, and it is vd-th scmething of a sense of daring that he 
suggests that he transforms the raw material of nature into art, and 
that the actor creates a death of his own. But in thinking that the 
essence of art is in the "making", and not in the mere selecting 
from nature, in recognising the non-realistic forms of art, and that 
the artist must often depart from nature to get his effects, Schlegel 
is a forerunner of Mendelssohn, just as Mendelssohn himself, despite 
many differences, is a forerunner of the mature Schiller and Goethe.
Mendelssohn, in fact, talces into himself both streams of 
aesthetic development; that which bases poetry on feeling and in­
tuition, and is chiefly interested in its creation and the nature 
of him who creates it; and that other stream which sees art as an
1 Uber Herders deutsche Litteratur. Gesammelte Schriften. ed.
G. B. Mendelssohn. Leipzig, 1843-5. Bd. IV, 1, p. 99.
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imitation of nature and is concerned to define its essence by 
taking account of its forms . He does not think that imitation 
of nature affords a v/holly adequate account of art and artistic 
creation, but he by no means rejects the principle altogether, 
retaining it particularly for those arts - the representative 
ones - which obviously have an original in nature. The other 
arts, be thinks, are a realisation of beauty in a given medium.
He is thus aware of the two opposing tendencies of art, the represent­
ative and the formal, and recognises that, although both may be 
present, in some of the arts the one has disappeared almost to 
vanishing point.
In Mend ells s ohn’s theory, which is strongly influenced by 
Shaftesbury and Baumgarten, the sensuous appeal of art comes 
into its own, and it is to the psychological aspect of aesthetics 
that he made the most important contributions. He is interested 
to examine the effect of a work of art on the recipient and to 
describe as precisely as possible the nature of this effect. Here 
again there is kinship with Schlegel, for both seize on the dual, 
paradoxical nature of all aesthetic experience; both see that in 
it we are moved as by the objects and events of reality and yet 
differently; if there is terror, it is yet sweet, and not like 
the terror of actual life.
Schlegel, then, despite his closeness to Lesdng in practical 
dramatic theory and criticism, belongs to a quite different stream 
in the development of aesthetic understanding. In recognising that, 
Tfhile art has constant reference to life both in its creation and 
in its effects, it is yet a world with laws and forms of its own, 
he to some extent takes up the line of Feind, who, right at the 
beginning of the century, maintained that art was a "Fikbion" and 
under no compulsion to copy the larger world, since if it merely 
did that it would be superfluous. The line then continues from 
Schlegel over Mendelssohn, to culminate at the end of the century 
in that profound interchange of thought between Schiller and Goethe 
on the nature of art and of the aesthetic experience.
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II
The test of any aesthetic theory is as much in the kind of 
problems it considers as in the way in which it treats them. Its 
value depends on whether these are essential problems of art wliich 
concern its fundamental nature, or merely historical problems 
which have reference only to its more temporary manifestations.
Some of the problems dealt with at such length by Schlegel‘s con­
temporaries have no further interest for us now. Either they 
automatically ceased to be problems as the onward movement of 
literature brought its own solution of them; or the treatment 
accorded to them was such as to warrant no more than historical 
interest. How far does Schlegel himself touch on problems which 
are not outworn and merely peculiar to his time? Many of the 
questions with which he is concerned, the artist’s medium, the 
nature of the aesthetic experience, illusion, the necessity of a 
degree of distance, are questions which are still discussed by 
writers on aesthetics and are still, as then, a source of confusion 
in the popular mind. That he failed to offer final solutions to 
these problems is obvious enough. The significant thing is that 
he was aware of them when most critics were either occupied with 
completely inessential problems, or, in their discussions^  remained 
outside the aesthetic sphere. Schlegel is advanced^  not only in 
the problems he tackled^  but also by reason of those he ignored.
He completely ignores, for instance, the problem of trying to de­
fine Beauty, preferring to concentrate on a description of the 
aesthetic reaction and to let that be the criterion of the value 
of a work of art. In doing this he is coupletely in line with 
modern aesthetics whose centre of gravity has been shifted from the 
problem of absolute Beauty to the study of the recipient conscious­
ness as it is affected by Beauty. Another modern trait is his 
manner of approach to the problems v/hich he discusses. He makes 
constant reference to his own personal experience as the basis of 
his arguments and insists that others should do this too.
It consequently does Schlegel less than justice to make mere 
generalising statements about the "idealising" tendency of his 
theory of art. YJhile the use of the word "idealising" in a special 
sense to denote the intrinsic idealism of art is, of course, per­
fectly legitimate, it yet has the disadvantage of being ambiguous 
unless more closely defined. And it is particularly liable to be
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mis leading when used with reference to a period such as the mid- 
eighteenth century when the tragedy in vogue was marked by a 
singular remoteness from everyday life. The position tends to be 
still further obscured too by Schlegel’s preference for drama in 
verse which caused one critic to attribute to him a delight in 
mere polish.^  For it might easily, and excusably, be assumed that 
in Schlegel*s view the idealising function of art lay in the 
direction of either purely formal, or of moral, beauty. As 
Schiller said in deprecating the use of the word "ve re de In" in 
this same senses "Das Wort veredeln errinnert immer an verbessern, 
an eine moralische Erhebung. Der Teufel, idealisiert, musste 
moralisch schlimmer werden, a Is er ohne das wAire. "2 It would seem, • 
therefore, more satisfactory to be quite specific and to see just 
how far Schlegel got towards a solution of each problem he tackled; 
to note exactly in what way he thought art differed from reality. 
Thereby we may more clearly ascertain both the direction and the 
extent of his understanding of art.
It was not possible for most former critics of Schlegel to 
bring out the full significance of his views for two reasons. 
Firstly, they all labour under the delusion that "expression" or 
"creation" is an adequate explanation of the phenomenon of art 
and represents a tremendous advance over the theory of "imitation", 
to which they will allow no value whatsoever. Blinded by their 
eagerness to shew that this was outworn, they fail to see the 
merits of any aesthetic views which operate with its terminology. 
Moreover all these critics were writing round about the nineties 
of the last century and, caught, as they are, in the flood-tide of 
the naturalist movement, they think that the aesthetic experience 
consists solely in being moved. They are not concerned to describe 
more nearly how we are moved, nor to distinguish this from other 
ways of being moved. Hence much of the significance of Schlegel’s 
discussion of aesthetic pleasure and illusion is lost upon them.
Secondly, the importance of the rble of medium in any account 
of the nature cf art had not yet been recognised. Arno Holz’s 
formula, "Die Eunst hat die Tendenz, wieder die Natur zu sein; 
sie wird sie nach Massgabe ihrer jeweiligen Heprodukbionsbedingungen 
und deren Handhabung", recognises only the limiting effect which
1 Soderhjelm, On. J. E. Schlegel. s^ rskildt som lustspeldiktare.
Copenhagen, 1884, p. 112.
2 Bemerkungen zu Kbrners Aufsatz "ttber Charakfaerdarstellune in der
Musik", 10. March, 1795. Not in the SKkular-Ausgabe but in
Goedekes Hi s t or is c h-kr it is che Ausgabe. XV, 1, pp. 378 ff.
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medium must have on art as it strives to be ever more like nature- 
It ocmpletely ignores the formal value inherent in medium; ignores 
that it is the central fact of art and that which justifies the 
artist when he seems to turn his back on nature in order to explore 
the resources of his medium. The impossibility of either describing 
the vision of the artist,^  or of talking about the essence and the 
forms of art, unless we think of the artist working in a "material", 
fashioning and shaping it, has only been fully realised in recent 
years. Schlegel devotes considerable attention to the significance 
of medium in art and we now want to see exactly what the results 
of his investigation are.
F. 0. Nolte, in his recent book on Lessing’s Laokoon. points 
out. that, although we should seriously object to two heads and only 
one foot in sculpture, we are perfectly satisfied and delighted 
to hear human beings on the stage extemporaneously talking in the 
most glorious blank verse. Yet the latter phenomenon is, scarcely 
less than the first, a gross violation of custcmary fitness. He 
asks what conclusions we are to draw from this and suggests that 
it is simply that the medium of the dramatist has much greater 
latitude and elasticity than that of the sculpt or I mention 
this for two reasons. Firstly, because these are the very questions 
which Schlegel asks, and 7/0 can judge, therefore, h07/much the 
problems which he tackles are still thought worthy of discussion. 
Secondly, because the inadmissible distortion of the human body 
in sculpture is precisely one of the examples he takes. A sculptor, 
he declares, may model a bust and leave away the rest of the body 
without offending our sense of reality; if, however, he were to 
attach feet to the bust, thereby introducing false proportions, 
we should at once be conscious of the distortion of the human body. 
The laivs of the sculptor’s medium will not tolerate such deviations 
from nature, although others, such as the emission of colour, this 
medium not only tolerates^  but even seems to demand. For in 
sculpture, despite its representative character, the inherent con­
vention found somewhere in all art, lies plainly on the surface.
1 Of. S. Alexander, Beauty and other Forms of Value. London, 1933, 
p. 49.
2 Nolte, cit. , p. 62.
3 Werke, III, p. 58; Ant.. p. 116.
4 Ibid., p. 75; Ant., p. 11.
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Thus far Schlegel is in agreement vfith the modern aesthetician. 
But when he turns to the medium of drama he argues somewhat 
differently. For, unlike Nolte, he does not conclude that this 
medium allows greater latitude than that of the sculptor, but 
declares that if a dramatist writes a play in verse rather than 
in prose, then he does so because in this particular instance he 
has chosen verse as his medium; and, Schlegel maintains, the 
poet has as much right to choose either prose or verse for his 
medium, as the painter, in rendering the varied colourfulness of 
nature, may choose to do it in black and white rather than in 
colours. The improbability of human beings extemporising in 
verse is not for Schlegel a mark of the elasticity of the dramatic 
medium. The verse itself the medium. It is, therefore, as
idle to query the probability of verse for the dramatist as to
query that of stone for the sculptor. Indeed standards of 
probability should not be applied to medium at all.
It would be hard to say whether Schlegel’s approach to this 
question is generally fruitful or not, because of the extra­
ordinary difficulty of defining the medium of the dramatist. To 
one dramatist the actress may be ivhat canvas and colour are to
the painter; to another she may seem rather his interpreter-
And then we have to ask: Wiat is the medium of her art? Probably
the medium of dramatic art in general must include the stage and 
all the stage mechanisms and trappings, and perhaps much else 
besides.- Schlegel does not get as far as saying that dramatic 
form itself is a medium, although some remarks v/hich he makes 
might conceivably have led on to such a train of thought, had he 
not been side-tracked by his defence of verse. There is a 
suggestion of it in his observation that the dramatist so orders 
events, and the comings and goings of his characters, that they 
conform to his requirements instead of folloiving the haphazard 
sequence of real life. His defence of comedy in verse on the 
grounds that the verse is then to be thought cf as the dramatist’s 
medium, may or may not be generally fruitful. But the great merit 
of this approach is that he thereby clearly shews the futility 
of extending criteria of probability to the medium of any art.
From this he can draw the important conclusion that an artist
1 Cf. J. M. Thor burn. Art and the Unconscious , London, 1925, pp. 82, 83
2 Werke, III, p. 75; Ant., p. 11.
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should never be blamed for not being more naturalistic than the 
qualities of his medium w i l l permit, for the essential nature of his 
medium must on no account be violated. He even goes further and 
maintains that the artist need not even exploit the naturalistic 
possibilities of his medium to the full, but, on the contrary, is 
free to determine the extent to which he will explore its capacity 
for representation. This right of the artist to work in a chosen 
medium, and to manipulate it as he will, needed to be vindicated then: 
and even to-day is far from being generally accepted. It is only 
necessary to glance at the correspondence columns of the daily press 
on the appearance of unorthodox v/orks of sculpture such as Epstein's, 
to see how the public mind is still obsessed with the old conception' 
of art as an imitation of nature. Or again, the letters to the 
Radio Times during a recent controversy on opera were largely in­
spired by the same arguments against its non-naturalistic forms as 
Gottsched used 200 years ago.
Lessing has by no means so clear an understanding of medium as 
Schlegel. I cannot help feeling that this is to some extent due to 
his choice of terms. Medium, for him, is always "Mit tel", and art 
some idealised "bit of nature" communicated by "Zeichen". Such 
words, unlike the pregnant "Materie" used by Schlegel and Mendelssohn, 
shev/ no sense of medium as the material in which the artist works, 
as he shapes and fashions it to realise his vision. And, indeed,
Lessing is singularly unaware of the sensuous in art. On the o-bher 
hand, it should not be forgotten that the medium of literature, with 
which Lessing was chiefly concerned, presents unique difficulties.
For language is also the instrument of the intellect and the apparent 
preservation of the intellectual form in poetry makes it inevitable 
that theories should have arisen which vested the poetical worth of 
literature in its truth. This was a conception of literature which 
would naturally appeal to Lessing, and it blinded him to the imaginative 
and sensuous qualities of poetry. One remark in the laokoon seems 
more promising in this respect. He maintains that the poet does not 
want to be merely comprehensible. Only the prose author is satisfied 
with being clear and distinct- But he follows it up with the extra- 
ordinaiy statement that it is the poet's aim to conjure up in us such 
vivid impressions of the objects he describes that we become completely 
unconscious of the medium he employs to do so. This surely strikes at 
the very roots of poetry, for how can we be delighted by art if we 
are unaware of it and deluded into thinking that we are face to face
1 Ibid., pp. 120, 121: Ant.. p. 119.
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with reality? It is language itself which is important in poetry, 
its sonorous sounds, its suggestiveness, its power of calling up 
associations. And to this Lessing, in his theory at least, seems 
oblivious .
Schlegel takes exactly the opposite view. For him syllables may 
have a lovely consonance, and our delighted aivareness of them vn.ll 
prevent us from ever imagining that we are confronted by real persons 
and real objects and not by a v/ork of art. He is very open to the 
sensuous appeal of poetry and thinks that the loveliness of the 
verse echoing in the memory keeps alive an aesthetic impression long 
after we have received it.
A modern v/riter on art has said that the problem of medium is 
the key to the problem of art. ^ By this he means, I think, two 
things ; that medium alone can account for the tendency of art, even 
at its most representative, to turn avjay from nature in search of 
formal values; and that medium alone can enable us to understand the 
imagination of the artist. Ultimately, in order to arrive at an under­
standing of art, it has to be perceived that these two things are in­
extricably linked; that the artist does not merely obey the laivs of 
his medium because they exist and compel obedience from him, but that 
the influence of the medium penetrates his vision in its minutest 
details, that the fascination which it exerts upon his imagination 
is such as to lead him away from nature into absorbing explorations 
of the qualities of the medium itself. But in the study of aesthetics 
the problem of medium and that of the artistic imagination long 
remained separate, although practising artists have themselves usually 
been conscious of.the power of their medium upon their creative 
activity. Even Goethe, wiio can make his Werther exclaim; "Ich kbnnte 
jetzt nicht zeichnen, nicht einen Strich und bin nie ein grosserer 
Maler geivesen a Is in diesem Aug enb lick", yet knows well enough that 
the truly fashioning impulse comes from vital contact wdth the medium. 
He writes to Herder; "Dreingreiffen, packen ist das Wes en ieder 
meisterschafft• Ihr habt das der Bildhauerey vindizirt, und ich finde 
das8 ieder Ktinstler so lang seine liande nicht plastisch arbeiten 
nichts ist."2
1 Thorburn, 0£, cit., p, 37.
2 De_r ..lunRe Goethe. Heue Ausgabe in sechs Bèînden basnrgt von Fax 
Morris. Bd. II, Leipzig, 1910, p. 294.
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Schlegel ignores the question of the artist’s imagination 
altogether, so that he does not touch on this second aspect of the 
importance of medium at all. But v/ith the first he is very much 
concerned. For, although he remains frankly and admittedly within 
the theory of imitation of nature, he sees clearly that the central 
factor of art is medium which, by its very essence, compels art to 
be unlike nature. He thinlcs the relation of the work of art to 
reality less important than, indeed incidental to, the medium, which 
exists in its own right as the material in which the artist plies 
his craft. It is not the requirements of the "bit of nature" to 
be imitated, but his ovm skill, which determines the artist in his 
choice of a medium; and a v/ork of art can be as perfect in a 
medium which allov/s little similarity with the original as in one 
which allows a great deal. Unlike Lessing he thinks that any subject 
is suitable for treatment in any medium. The only exception he 
makes is that music is unsuitable for rendering either visual images 
or the more definite kind of emotions or emotional situations. In 
his opinion, it is foolish for the musician to try to convey either 
the waves of the sea or the Gordian knot.
Schlegel’s main achievement is then that he establishes the 
artist’s right to v/ork in a chosen medium and to comply with lavjs 
inherent in that medium- Thinking on these lines of verse as a 
medium in which the dramatist may choose to work enables him to 
dispose of objections to drama in verse in the ohly aesthetically 
legitimate way. If he thus recognises that medium, by its very 
nature, involves many departures from reality, he is equally clear 
that others are occasioned by the necessity of ensuring an aesthetic 
effect, the desired response from the recipient- It could not occur 
to Schlegel that the artist should do other than humbly try to give 
satisfaction. The self-conscious artist, working to please himself, 
had not yet made his appearance; and although it is undeniably true 
that an artist can only create as his imagination prompts him, the 
greatest among them have not been insensible to the effect v/hich 
their work v/ould produce, whereas Victor Hugo boasts of the in­
novations he is introducing in his Cromv/ell. Racine in the preface 
to his much more poetic Bérénice apologises for the liberties he is 
taking ivith the story. So too Goethe and Schiller, while not pre­
pared to descend to the level of their public, have a very clear 
conception of the reaction they wish to call forth, and in their 
correspondence they discuss v/ays and means of ensuring it.
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Schlegel is convinced that the artist must always have this 
recipient consciousness in mind and that, in its interests, close 
imitation of nature must frequently be sacrificed. If the artist 
is to know what he is aiming at, the nature of the experience must 
be as clear to him as possible. The difficulty in defining the 
aesthetic experience is twofoldOn the one hand it differs from 
person to person in intensity and quality, and we are forced to 
rely for our information on our ovm introspection and on that of 
others. On the other hand the various arts, and works of art, 
differ so much in the impressions they give that any attempt to 
reduce them to the apparent simplicity of a general definition runs 
the risk of losing the richness of their infinite variety- The 
effects produced by contemplating a statue, listening to a piece of 
music or v/itnessing a tragedy differ radically from each other.
Again there is a difference in the impression produced by one tragedy 
and that produced by another. In this respect, as in all others, 
each work of art is unique. But common to all aesthetic impressions 
there must be features which could be claimed to represent the essence 
of the aesthetic impression in general and thus afford a common de­
nominator for the most varied aesthetic effects . Trs,gedy undoubtedly 
gives a different experience from sculpture; yet betv/een these two 
kinds of experience exists a similarity vdiich in turn distinguishes 
them from the experiences of practical living. There is some element 
which marks off experiences produced by art from those produced by, 
let us say, dialectic reasoning, moral or political exhortation, or 
a quarrel with a friend.
In view of these complications, the first step towards an under­
standing of the aesthetic experience is to isolate it from others 
ivith which it is often confused. Schlegel does this by recognising 
and insisting that there is an "inevitable" effect which arises from 
the very essence of art and must always be present in appreciation.
He expressly states that this is the only effect which necessarily 
need ensue from the contemplation of art and he thereby condemns those 
who would demand that art must produce reactions which properly belong 
to other spheres of life. In this he is tilting at Gottsched’s 
didactic tendencies, but such a claim also strikes at Lessing’s pre­
occupation wi-th the philosophical truth of literature, or with the 
Sturm und Drang’s demand that it should move to action. This desire 
to recognise a distinct experience arising from art in general does 
not , however, blind Schlegel to the fact that any individual work of
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art may also produce other effects' besides. In distinguishing the 
function of art from the purpose of the artist, he shews himself in 
advance of any of his contemporaries, and strangely in tune with the 
best modern criticism. This comes out clearly in his statement that 
the purpose of art is an essential and inevitable effect, whereas 
the purpose of the artist is incidental to the art and often 
arbitrarily introduced. The phrasing is not unlike that of Edward 
Bullough vfhen he writes that the function of Art may reveal itself 
in consequences quite independent of those consciously aimed at, in 
effects not intentionally striven f or; ^ and other critics, such as 
Lascelles Abercrombie, find it necessary to draw the same distinction 
as Schlegel between applied literature, which can be regarded as 
literature by ignoring its author’s purpose, and pure literature, 
where no such exclusion of the author’s purpose is required
In attempting a definition of the aesthetic experience it is not 
enough to thus distinguish the essential function of art from other 
purposes, such as the didactic purpose, which an artist may choose to 
introduce into his work. By yet a further process of elimination a 
distinction has to be made between the specifically aesthetic impression 
and other pleasurable impressions which a work of art may afford. 
Schlegel, again like most modern writers on aesthetics, does not fail 
to do this. The aesthetic impression is one arising from a work as a 
whole. That Schlegel thinks of it as deriving from the very essence 
of art is clear from the fact that he always uses the term "Nachahmung" 
rather than "Bild" in this connexior^  the latter he used to denote simply 
the finished work of art; but "Nachahmung", as he carefully explained, 
signifies the process of making that work, the whole transformation 
into art. Hence he always speaks of the aesthetic experience as the 
one which "allein nothivendig aus dem Wesen der Nachahiaung entsteht."
All other pleasurable impressions which the "Bild" may afford are in­
cidental to this. They may arise either from the medium as such or 
from the subject which the artist has treated. Bradley^  points out 
that a certain amount of pleasure can be obtained frcm versification, 
taken, as far as it is possible to do this, all by itself. It is not 
an easy thing to do because in poetry, as in all the other arts, the 
content is one thing with the form; but versification can in some
1 A Course of Lectures delivered Autumn. 1907. PiH-vately printed, 
Cambridge, p. 99.
2 Principles of Literary Criticism. London, 1932, p. 28. Of. Thorburn’s 
distinction bet-ween the artist and the man, who may wish his ideas to 
take effect within the society where he finds himself (op.cit., p. 26)
3 A. C. Bradley, Poetry for Poetry’s sake. Oxford Lectures .on Poetry, 
London, 1909, pp. 21, 22.
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measure be abstracted from what is an indissoluble whole by hearing 
poetry read aloud in some language of which we do not understand a 
syllable. The sensuous pleasure in the sonorousness and rhythm of 
the words may be considerable, but we should not vdsh to listen for 
long, and the impression can scarcely be confused vdth our experience 
when listening to poetry which we understand. As Bradley insists, in 
actual poetic experience we do not meet with this sensuous pleasure 
as such at all. In some of the other arts it is not so difficult to 
abstract the medium and there are people who vdll lovingly caress the 
surface of a beautiful marble or feel a thrill of sensuous enjoyment 
at the beauty of a finely-grained stone. The same applies to pre­
ferences for certain musical instruments. Some people have a special 
love for the violin as such. They derive a thrill of pleasure merely 
from hearing it being tuned up and prefer its sounds to those of the 
piano with its fewer overtones. But they will not therefore prefer 
to listen to inferior v/orks for the violin rather than to great works 
for the piano, for such preferences play an insignificant part in the 
appreciation of a musical conposition-
Schlegel had a strong sense of the beauty of versification as 
such, and it says much for his reliance on his own experience in 
aesthetic matters, and for the strength and clarity of his impress ions, 
that he was able to avoid confusing this pleasure with the experience 
derived from a work as a whole. Bullough^  says that people often un­
critically admit into the effect of a work, as aesthetic enjoyment, 
all kinds of pleasant impressions which may have nothing whatever to 
do with it. Schlegel does not fall into this trap. He recognises that 
these other impressions, pleasant as they may be, are merely in­
cidental to the essential aesthetic experience. The one mistake he 
makes is in thinking that the pleasure which we sometimes derive directly 
from the subject of an artist’s work is due to its inherent beauty, 
whereas in reality it is much more likely to be due to our personal 
preference for, or interest in, that subject.
As well as distinguishing the aesthetic experience.from other 
incidental pleasures v/hich a v/ork of art may afford and from any pur­
pose which the artist may v/ish to achieve by it, Schlegel does attempt 
a more precise description of the experience itself by saying that 
it arises when vje beccme avjare of the similarity between the v/ork of 
art and its original in nature. But his achievement certainly does
1 Mijad and Medium in Art. Contribution to a Symposium. Brit. 
Journal of Psvcholocv. XI, 1920, p. 40.
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not lie in this unsuccessful attempt at analysis, hut firstly in 
the mere fact of having recognised the existence of a specifically 
aesthetic experience, and secondly in his rejection of the illusion 
theory as an explanation of it.
"Aesthetic illusion" had a great vogue in the eighteenth 
century and still has even to-day, and Schlegel’s refusal to accept 
it as the basis of the aesthetic experience makes him stand out 
among his contemporaries and surpass many of his successors. The 
difficulty in dealing with the problem is due to the application of 
this same word "illusion" to completely different experiences. It 
can mean an optical illusion, a real deception of the senses, where­
by one is led to believe that a statue is a living figure^  or that 
the action on the stage is reality. The frequent references in 
writings of the seventeenth and eighteenth century to anecdotes in 
vjhich men and animals were deceived by painting bear testimony to 
the fact that this belief was current. In any of these deceptions, 
through painting, statuary or drama, pleasure was supposed to arise 
when it was discovered that a mistake had been made and one marvelled 
at the skill which could thus deceive. This experience is of 
"illusion" in spite of oneself; one is passive and suffers the de­
ception. It is clearly the kind of illusion which Gottsched frequently 
had in mind, particularly when he advocated such careful attention 
to costume and scenic effects that the spectator might forget that 
he is in a theatre.
But equally clearly it is not the kind of illusion of which 
Hebbel was thinking when he wrote in the preface to Judith that 
precisely such painful fidelity and attention to external details tends 
rather to disturb the illusion. Nor did Mendelssohn think of any 
actual deception of the senses when he wrote to Lessing that illusion 
can be experienced when a drama is read,and therefore has nothing to 
do with its production.^  There is no question here of making a mis­
take. TT/hatever the state of the emotions, we are all the time aware 
vâth part of ourselves that we are in the theatre or reading a book, 
that this is a picture or a statue, i#iat happens is that our emotional 
reaction is indistinguishable from our response to a similar situation, 
object or person in real life. In this kind of illusion, although we 
are carried away in spite of ourselves, we are in no sense the victim 
of a deception. The state is one of such absorption that it results 
in confusion with ordinary reality, and may even issue in clapping and 
cheering at the defeat of the villain^ or spoken expressions of sympathy
1 Of. above p. 103.
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and indignation, as in Heine’s story of the wanan whose sympathy 
for Shylock was so strong that during the trial scene she v/as 
moved to exclaim; "The poor man is vnrongedI" Similarly the 
whole point of the play-scene in Hamlet rests on the assumption 
that through "the very cunning of the scene the guilty king will 
be moved to proclaim his guilt".
Again this cannot be what many modern vn'iters on aesthetics 
mean when they use the term illusion, for they sometimes speak 
of a work of art being so naturalistic that it makes us forget the 
"illusion" and believe that we are confronted with reality. It is 
possible for them to speak in this way because they think that an 
essential feature of the aesthetic experience is "willing illusion" 
or "conscious self-deception". Illusion in this context implies 
a deliberate abandonment to the spell of the work of art, and 
there is no question here of anything happening in spite of our­
selves.
This last interpretation of illusion represents a great advance 
on the other two because it attempts to do justice to the element 
of awareness which is a feature of the aesthetic experience. But 
it is doubtful whether a true understanding of the nature of this 
experience can ever be achieved at all by operating 7/ith the idea 
of illusion, for, as Bullough says it is based upon a false 
opposition between art and reality and raises the v/hole problem 
of the genuineness of the emotions experienced when contemplating 
art. It is surely a much more fruitful line of approach to assume 
the reality of the world of art,and to recognise that all experience, 
whatever its nature, is equally real while it lasts. A nightmare, 
while it lasts, causes as much intensity of terror -as any horrible 
event of our waking life. It is so’heal" that it affects us physically 
and we wake up in a cold sweat. Only in retrospect do we assign it 
to the sphere of the unreal because it has no place in the continuity 
of our practical living. For the same reason we are often tempted to 
think of our experiences of art as unreal, whereas it is actually the 
quality of these experiences, and not their unreality, which makes 
them seem "different", 'tl/hen we witness a drama we do not in fact 
respond to fictitious persons and situations as though they were real,
1 This is, for instance, the view of E. Lange, Das übsmp der T^ uu^ t. 
Berlin, 1903-, 1902. Cf. Bullough, ’Psychical Distance’, ed. cit.. 
p. 117.
2 Lectures, ed. cit.. p. 33.
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as the advocates of the illusion theory would have us believe.
The drama, as long as it moves, is real enough to us, but our 
response to it is of a different nature frcm the responses of 
our ordinary life. It is different because, though extremely 
personal, it is yet free of any practical implication for us.^
Any adequate description of the aesthetic state must, then, on 
the one hand do justice to the magic power of art to convince and 
move us with all the force of reality; on the other hand it must 
take into account that quality in our response which makes it 
different from all non-aesthetic responses. Both Kant’s paradoxical 
formula "disinterested pleasure" and Schiller’s definition of the 
essence of poetry as a combination of "Ernst und Spiel" represent 
efforts to do justice to this personal-impersonal nature of the 
aesthetic experience.
Schlegel too felt the need of seme similar paradoxical formula 
to describe this state in which one is genuinely moved and yet at 
the same time pleasurably aware. It is not in his rejection of 
crude optical illusion as an explanation of aesthetic pleasure that 
he shews special insight; although, in thinking that the victim of 
such deception is more likely to be vexed than pleased, he is borne 
out by the findings of modern psychological aesthetics. Bullough, 
using an illustration very like Schlegel’s, observes that life-size 
pictures, especially if they possess strong relief and their light 
happens to coincide with the actual lighting, can produce the im­
press ion of actual presence, and he points out that this is a far 
frcm pleasant illusion.^  But Schlegel does shew very considerable 
insight in going further and denying that illusion of any kind plays 
a part in the aesthetic experience ; and he is, I think, able to do 
this because he does not, like his contemporaries, doubt the reality 
of art. Since the discoverer that one has been deceived is always un­
pleasant in reality, he sees no reason why it should be thought to 
be pleasant in connection with art. This is what the upholders of 
the illusion theory maintain. But deception can surely only be 
supposed to be pleasing in art and not elsevdiere, if it is assumed 
that the emotions aroused by art are not genuine. Aid to this 
assumption Schlegel cannot subscribe. He thinks they are so genuine 
that if a work is too naturalistic it is liable to awaken emotions
1 Cf. Bullough, "Psychical Distance" . ed. cit. , pp.'88 ff.
2 "Psychical Distance", ed. cit., p. 105.
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of such a kind that they disturb, or even completely destroy, 
aesthetic satisfaction- He recognises that people will probably 
object to this view and contend that art can produce no "real" 
emotions other than pleasure. He, hovmver, is prepared to hazard 
the view that all emotions induced through the imagination may be 
as powerful as the so-called "real" ones, and is firmly convinced 
that certain arts - he clearly has drama in mind - do in fac^  
arouse passions which are as real as any we ever experience.'^
In view of this belief in the reality of our emotional response 
to art, it is natural that he should maintain that the emotions 
aroused, however powerful, must always be consistent with our 
pleasure in the art. To be so carried away that the work is 
emotionally confused with reality can never bring satisfaction.
The child who cries in the theatre is appeased by being told it 
was only make-believe, but the realisation brings no pleasure, and 
a naive adult would be in similar case. IfVhat is required for ths 
aesthetic experience is a state in which we are rapt and absorbed 
and yet all the time aware of the art, and his phrase "eine Gefalir 
zu irren" is a valiant, if naive, attempt to find a neat formula 
which vfould embrace the apparently irreconcilable opposites of 
absorption and detachment.
Goethe felt the same need for paradox in describing the 
aesthetic experience. How strongly he felt it is proved by the 
remarks of the "artist's advocate" in the dialogue entitled 
Tiber ifo,hrheit und Y^ hrscheinlichkeit der Xunstwerke (1797).
Replying to the spectator's objection that he is being over-subtle, 
he urges that in these matters one can never be subtle enough, and 
what it is impossible to express directly one may yet arrive at by 
way of antithesis. Asked whether he experiences deception at the 
opera, the spectator replies; "Getau'scht, das Wort mochte ich nicht 
brauchen - und doch ja - und doch neinJ" This, as the advocate 
observes, is more than a play upon words ; it is a complete contra­
diction in terms. The description of his experience^ which the 
spectator is finally induced to give^ tallies very closely with 
Schlegel's "Gefahr zu irren"; for, though he would not care to call 
it deception, it is scmething closely akin to it, "eine Art derselben, 
etwas, das ganz hahe mit ihr verwandt ist".
1 Yferke, III, pp. 154, 155; Ant., pp. 153, 154.
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In categorically denying that there can be such a thing as 
"angenehmer Betrug", that is in denying that art and deception have 
anything to do with each other, Schlegel is also very close to 
Schiller when he claims in the 26. letter of the Briefe uber die 
aesthetische Erziehun^ : des henschen that art must be "aufrichtig", 
a term which he explicitly defines as "the renunciation of all 
claims to reality". Schiller again voices this view in a letter 
to Goethe (24. August, 1798), urging that the artist should not 
only frankly and honestly depart from reality, but even draw our 
attention to the fact that he is doing it. Schlegel thinks that 
real aesthetic pleasure is afforded only by works , "wo die Hunst 
gleichsam hinter dieser Aehnlichkeit, die die nachgeahmta Sache mit 
der natUrlichen hat, hervor^ schimmert, und macht, dass mr das 
Original, welches nachgeahmet ist, bestandig mit dem Bilde zusammen- 
halten, niemals aber verweohseln kbnnen."^  If we allow for the 
naive formulation, which is frankly in terms of the imitation theory, 
this is surely what Schiller means when he says in the prologue to 
Wallenstein that art "die TaUschung, die sie schafft, aufrichtig 
selbst zerstort und ihr en Schein der #.hrheit nicht betruglich unter- 
schiebt".
It is his insistence that awareness of the artistry should be 
present all the time in the aesthetic experience that distinguishes 
Schlegel from MendeIss ohn. Both are agreed that it is medium which 
prevents us from confusing art and reality; both are convinced that 
aesthetic pleasure depends on this ability to keep the two apart. As 
Mendelssohn says, in words very reminiscent of Schlegel's own: "Es
gehoren also folgende beide Urtheile dazu, wenii wir an einer Eachahmung 
Vergnugen finden wolleni 'dieses Bild gleicht dem Urbilde;' - 'dieses 
Bild ist nicht das Hr bild selbst'".^  But whereas Schlegel thinks that 
these two impressions coexist throughout the experience, forming, as 
it were, one complex psychical state, Mendelssohn thinks that they 
alternate. We are so carried away that we forget that it is art and
not reality we are witnessing. That is to say, we experience complete
illusion, from which we are then subsequently "recalled" by the 
"aussere und willkurliche Merkmale" of the art, by the difference 
betTfeen the medium of the imitation and that of the original in
reality- During part of the experience we are, presumably, oblivious
1 Comodie in Vers en, Werke. Ill, p. 78; Ai^ t.. p. 14.
2 Von dor Illusioja. i^ cloriften, ed. cit.. IV, 1, p. 44. Gf. Yferke. Ill 
p. 133; Ant., pp. 131, 132.
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of the stone, the canvas and paint, or the verse; but they are 
there to recall us to amreness, "so oft es not hi g is t ". ^
To assume,, as does Schlegel, that awareness does not thus 
alternate vjith illusion, but is present throughout the whole 
experience, is particularly fruitful for an art such as tragedy 
which always trembles on the knife-edge of a personal reaction.
Its content of human passions, its vehicle of living human bodies, 
are both calculated to arouse emotions very akin to those which 
Vie experience in real life. More than any other art, tragedy may 
easily become a source of tension in which pain overpowers pleasure. 
Yet this must not be, as Schlegel realised full well. And he tries 
to express the difference between the appeal of tragedy and the 
appeal of similar persons and incidents of normal experience, by 
saying that, whatever cur other reactions, the specific aesthetic 
pleasure, wrhich springs from the essence of the art, must yet pre­
dominate. Critics who think that he advanced beyond his theory 
of pleasure when, in the later essays, he urged that any drama worth 
the name must move the spectators, are therefore vn*ong. They fail 
to see that, in art, being moved, and experiencing pleasure, are not 
mutually exclusive; that tragedy, like any other art, must give 
aesthetic satisfaction, and its own peculiar way of doing this is 
to arouse emotions in us. Caught in the naturalistic outlook as most 
of them are, they assume that drama, being a slice of life, will 
move us exactly as life does. Had they examined the text more 
closely, they would have discovered that in his last essay, in which 
he is supposed to have outgrown his theory of pleasure, Schlegel is 
still insistent that the passions called forth by tragedy must be 
"angenehme Leidenschaften". It is here that he makes the interesting 
observation that one needs to become accustomed to tragedy for it to 
have its proper effect. At first it may well appeal to unpoetic 
feelings, and the spectator has in a sense to become initiated. This 
predisposition which is necessary for the appreciation of tragedy is 
a point much stressed by modern aesthetics, and BuHough even goes 
so far as to say that every appreciation of whatever kind requires a 
certain experience and education in the matter to be appreciated.
The point to realise in any discussion of the effect of tragedy 
is that "the object of tragedy is pleasure, but only the pleasure of 
tragedy" Even Gottsched was avjare that the painful emotions aroused
1 Rhapsodie über die Empfind ungen, ed. cj^ t.. I, p. 245.
2 B. Bosanquet, A History of Aesthetic, 2nd ed., London, 1901, p. 67
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by tragedy are not unpleasant. But his attempts to explain the 
apparent paradox turn on the egoistic feeling of relief that all 
these terrible things are fortu.nately happening to someone else, 
and that is an eminently practical approach. Schlegel at least 
makes an aesthetic approach by realising that it is not a question 
of pleasure being "added" to emotions which are exactly the same as 
those of ordinary life, but that the emotions themselves have a 
different quality, that they are the same and yet different. He 
is naturally not able to give a psychological explanation of this.
It vfouId seem that in the aesthetic experience the full circle of 
normal behaviour is not completed. Instead of being stimulated to 
action, lAiiich may take the form of physical movement, speech, judge­
ment or decision, and experiencing emotion as an accompanying 
phenomenon, a kind of side-line subordinate to the activity, the 
final stage of action is inhibited, cut short; we remain sunk in 
contemplation of the object mthout doing anything about it, and 
emotion moves from its subordinate position to take possession of 
the field of consciousness. This is why in the aesthetic experience 
we are so much more keenly aware of our emotions than at any other 
time. And this is why they have a different quality; they have 
been cleared of the practical, concrete nature of their appeal without 
thereby losing their original character. Hence the events and 
characters of drama appeal to us like the persons and incidents of 
normal experience, except that that side of their appeal vdiich would 
usually affect us in a directly personal manner, is held in abeyance. 
Heine probably did not realise what an "aesthetic" compliment he paid 
Goethe when, contrasting his plays with Schiller's, he said of them: 
"Sie bringen nie die That hervor".
Now, although Schlegel could perceive nothing of all this, his 
rejection of the didactic function of art and his refusal to admit 
any kind of illusion of reality into the aesthetic experience, both 
point to a desire to stress the non-practical appeal of art. And 
indeed his explanation of the way aesthetic pleasure arises, in­
adequate as it may be, points in the same direction too. To be struck 
by the convincing likeness to reality, vAiile all the time aware that 
it  ^work of art and different from reality, means that one is lost 
in contemplation of the art, and not responding in a blindly personal 
way. And it may not be without significance that, although he spent 
all his spare time over a period of twelve years in the study of 
dramatic problems, he never once embarks on the ticklish problem of 
catharsis . He makes the general statement that the function of tragedy 
is to arouse and "improve" the passions, but nowhere does he enter 
into the question of how this improvement is to be effected. YVhat
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he does constantly stress is that there"is no need for drama to 
bring home moral lessons to us „ Enough if it enables us to see 
more deeply into human passions than v/e should otherwise ever be 
able to do, if, by moving the heart and the imagination, it makes 
us more sensitive, more refined, more avmre. This, together mth 
his fear that uninitiated spectators may respond directly to the 
content of tragedy and experience feelings of a kind not proper to 
art at all, may mean that he suspected the usual interpretation of 
catharsis and preferred to leave the question open until he had 
arrived at some more satisfactory conclusion. For catharsis can 
surely only mean the feeling of calm satisfaction experienced at 
the end of a tragedy. And this must be due to the rounding-off, 
but the rounding-off inherent in all art and not peculiar to tragedy 
alone. The tragedian poses, or should pose, no questions of right 
or lYTong to be solved by the issue of his tragedy, nor leave the 
spectator puzzling over a solution for himself. He should neither 
justify, nor even raise the question of, the ways of God to man.
The rounding-off is non-moral and arises from the forma of drama.
We embark with the poet on an adventure of passion, we are rent 
and torn, but mthout the necessity of acting upon our emotions.
Our experience, our personality become thereby deepened, intensified, 
mdened, and at the end we are calm because of the pattern intro­
duced into events by the artist; because of all the parallelism, 
the foreshadowing and echoing of motifs, the symmetrical rise and 
fall of emotion, the architectural beauty of construction, because 
of eveiy device of rhyme and rîiythm. Schlegel is so aware of the 
forms of drama, of the way in which it selects only what is relevant, 
links together what belongs, throws into relief the significant and 
rounds off the vfhole, that he may perhaps have been on the way to 
discovering that the "improvement" effected by tragedy is one which 
it shares with all the arts and one which arises from its forms and 
not from its content at all.
AH this, however, is merely a matter for speculation- lYhat is 
certain is that Schlegel is so concerned that art shall evoke the 
right kind of response that he suggests various measures which the 
artist should take to ensure that it does not fail to do so- These 
involve deviations from reality other than those imposed by require­
ments of the medium, and the important thing to notice is that he 
does not advocate that these departures should take the form of 
emission, of selection from reality, but of toning down the 
naturalistic impression. In touching on this problem, Schlegel touches 
on one which is at the very core of art. It is a question of 
establishing and preserving the desired relation between the recipient
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and the work of art, a relation of extreme delicacy in which the 
balance can easily be upset. The problem was a matter of constant 
discussion betv/een Goethe and Schiller, and most writers on art 
and aesthetics since then have been av/are of it. The best analysis 
of it is tliat by Edward Bu Hough, who elucidates and illustrates 
a principle of "psychical distance" which can be applied not only 
to this, but to many other problems of art and beauty^ BuHough 
does not ignore the factors of spatial and temporal, distance but he 
thinks that these are particular cases of the general psychological 
concept. "Distance" in general is effected by cutting off the 
normal or economic relations of life and so allowing a new reaction 
to take their place. The object of contemplation is "distanced" 
from our practical, personal self. One important point that 
Bui lough makes is that there must be a limit to the psychological 
distance between us and the work of art. If the theatre, for in­
stance, give too much realism, it would cease to appeal to the 
artistic emotions of the audience and would speak directly to their 
human and personal emotions. But if it does not give enough, it 
may have no appeal, for it may fail to move at all. Vfhether, in 
the contemplation of art, the right degree of distance is achieved 
and maintained will depend partly on the work, partly on ourselves. 
Special factors in either can prevent it or destroy it. Now the 
reactions of the individual are so varied and incalculable, and 
depend so much on personal peculiarities and associations that no 
rigid conclusions can be drawn concerning the distancing powers of 
the public as a whole. But the conditions in the work of art ivhich 
are likely to affect distance are at least subject to the artist's 
control, and there is general agreement that there are certain aspects 
of life and things which can only be touched upon by art with special 
precautions. BuHough thinks it safe to infer that explicit reference 
to organic affections, to the material existence of the body, 
especially to sexual matters, lie normally below the dista nee-limit; 
that allusions to social institutions of any degree of personal 
importance - in particular allusions implying any doubt as to their 
validity - the questioning of some generally recognised .ethical 
sanctions, references .to topical subjects occupying public attention 
at the moment, and such like are all dangerously near the average 
limit.
It is when we examine Schlegel's views in the light of a modern 
theory such as this that we realise the extent of his understanding 
of art and of the aesthetic attitude. It is not merelv that he
1 'Psychical Distance ' . ed. _o.it.
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mentions many of the points dealt with by BuHough, but rather his 
realisation that they are all interconnected and form part of one 
general pr oblem. Although he formulates no general psychological 
principle, and although he is hampered by his clumsy terminology, 
Schlegel realises very clearly that the difficulty is to maintain 
the delicate balance of a certain relation between the recipient 
and the v/ork of art, and that certain things are likely to upset it.
Schlegel acknowledges that the desired response to a work of 
art is dependent on tv/o sets of conditions, those obtaining in the 
vjork and those obtaining in the recipient. But, since the latter 
are outside the control of the artist and can only be regarded by him 
as a matter of chance, he decides to ignore them. He does, indeed^  
give one example which shews that he is on the right track, but it 
is couched in such general terms that it scarcely touches the heart 
of the problem. Y&ien Goethe writes to Schiller (17. Sept- 1803) 
that he has doubts as to the wisdom of sending his Haturliche Tqchter 
to Humboldt, wiio had just lost a child, it is because he fears that 
the similarity in the dramatic situation may prevent him from 
appreciating the poetic quality of the work. Because of his 
emotional condition it was likely tliat Humboldt might be incapable 
of the necessary degree of distance, and, realising this Goethe 
asks "soil man sich vor dem. stoffartigen Eindruck fur c ht en?" This 
precise reference to the relation of one particular • individual to 
one particular work is a real example of loss of distance. But 
when Schlegel imagines a man passing unmoved through a picture 
gallery because of the troubles with vfhich he is afflicted, he is 
touching on the more general problem of our incapacity to appreciate 
art at all in certain moods.
The artist has a measure of control, hovrever, over the other set 
of conditions which affect distance, namely those in the work of art, 
and Schlegel devotes considerable attention to subjects which require 
careful treatment if they are not to provoke the vvrong kind of response. 
He does not actually use the word distance except in its literal sense 
of spatial or temporal distance, but he observes that the emotional 
effect of these is often the opposite of what the phjrsical fact would 
lead us to expect. In sentences which have a rhythmic beauty unusual 
in the period, he says; "Die 2eit, die den Ruhm der Kenschen, v/enn 
er geringe ist, noch mehr verringert, wenn er aber gross ist, vermehret 
und hbher hebt, hat diese Helden in unsern Gedanken weit über ihr 
gewohnliches Maas vefgrbs s ert.  ^Ihr Mens ch lie hes , is t an ihhen ' g es t'ohb en, 
und, ihr Gbtt liches - lebt. a He ins noch" in uhsrem*. Ahgedenkenyiund esr.lebêt -
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nicht nur, sondera es hat auch von der Zeit, die sonst nichts un- 
verzehrt lüsst, seinen Eusatz erhalten. Entfernte Dinge verkleinern 
sich vor unsern Augen, aber entfernte Helden sehen in unsern Gedanken 
allezeit grosser a u s 1 Because distance lends a certain stature, 
it is often necessary, Schlegel thinks, to transfer the .scene of a 
play to some other country udipn treating contemporary persons or 
events. He fully realises the difficulties involved in portraying 
anything Wiich is too close to the spectator, and here he again 
differs s liar ply from Lessing ivho, vdth his insistence on illusion 
and his failure to distinguish a specific aesthetic experience, 
did not grasp that this constituted a problem at all (Dram. 79).
Modern critics, however, bear out Schlegel's view which, as has already 
been noted, v/as also Racine's. BuHough writes that, generally 
speaking, the conduct of our contemporaries concerns too closely 
our personal interests to allow of a full aesthetic appreciation,^  
and in a penetrating analysis of the way in v/hich Aeschylus was able 
to make so recent an event as the defeat of the Persians into a 
triumph of tragedy. Prof. Mac gr eg or observes that, ivithout the aid 
of Time's powerful hand, the artist cannot hope so to remove his 
audience from their own terrific and pathetic experiences that they 
become for them fit and proper material for a tragic drama.^
This is Schlegel's only reference to the difficulty of treating 
topical events in literature» The other things which he mentions as 
likely to weaken or destroy the desired impression by giving rise to 
non-aesthetic emotions are of a more physical kind: ugliness "das
Ekelhafte" and^  in the theatre, portrayals of nakedness, madness or 
death^ and anything which might offend against propriety. According 
to BuHough, all these lie normally below the dis tance-limit and can 
only be touched upon by art with special precautions,^  so that Schlegel 
is right in singling them out for special consideration. He would 
also seem to be right in one other important point, namely in observing 
that the arts vary in the degree of naturalism each may attempt. He 
is in agreement with BuHough when he thinks that painting may attempt 
the most or, as the modern critic puts it, this art can venture to 
approach more closely to the normal dis tance-limit than any other.
1 Werke. Ill, p. 171; Ant., pp. 99, 100.
2 Lectures . _gd. cit.. p. 78.
3 Studies ap,d Diversions in Greek Literature, ed. cit., p. 10.
4 "Psychical Distance", ed. cit., p. 95.
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He is equally in agreement with him in putting drama at the other end 
of the scale and in his reason for doing so. "Theatrical performances 
run a special risk of a les s of Distance owing to the material present­
ment of the subject-matter. The physical presence of living human 
beings ... is a difficulty which no art has to face in the same vjay."^  
Schiller, in a letter to Goethe (Dec. 23 - 27, 1797), speaks of the 
peculiar difficulties of dramatic art which make it necessai^ r for the 
dramatist to distance the reality which forces itself upon us if we 
are to respond in the right vjay. Altogether it is amazing how 
Schlegel's views point forward beyond those of his contemporaries and 
immediate successors and anticipate the attitude to art at the end of 
the century. The general policy which prevailed when he was iwiting 
was the complete rejection of any theme or subject which was felt to 
be unsuitable for art. The suitability, or lack of it, was thought to 
be in the raw material itself. Schlegel, hov/ever, would have agreed 
vdth Schiller when he wrote to Goethe (7. Sept. 1797); '^das Gemeine 
Oder Geistreiche kann ich auch hier, wie Uberall, nur in der Behandlung, 
nicht in der Yfahl des St off es finden." How strongly he opposed his 
contemporaries in this respect is shewn by the way in which he tackled 
the Lucretia theme. A certain Koppe had written a play on this subject 
and sent it to Gottsched who maintained that the theme as such vms in­
capable of dramatic treatment and consequently refused to publish the 
drama. Schlegel v js ls  of a quite different opinion. He admitted all 
the difficulties of the theme but claimed that they were not insuperable 
if the dramatist være careful in his choice of the moment at which the 
action should begin, and if he endowed the heroine with a dignity which 
would lift her above her misfortune. He set to work to prove this by 
writing a play himself.^  We have here a proof of the close relation 
between his theory and his practice. He would have shewn here by 
example how a recalcitrant "Stoff" may be distanced^ and treated so that 
it calls forth emotions appropriate to tragedy.
Yllhen his contemporaries være not advocating selection from nature, 
they were urging extreme naturalism in the treatment of vdiat had been 
selected. They were able to accept this paradox with equanimity because, 
unlike Schlegel, they thought that pleasure in art arose directly from 
the "Stoff", and not from what this became in the hands of the artist.
1 Ibid., pp. 97, 98.
2 See Yferke, II, p. 4.
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Hence lylius, Gottsched's disciple, instructs the actor who has to 
die on the stage, to imitate nature closely by his broken speech, 
his facial expressions and his gestures.^  How differently Schlegel 
would have him proceed -was noted in Chapter II. This description 
of an artistic presentation of death upon the stage is the most 
precise account he gives of how toning-down or distancing might be 
achieved, and it must have made a considerable impression on those 
who read it, for it is not only repeated by Mendelssohn, but later 
in the century by Engel in his Ideen zu einer Mimik.^ and it echoes 
too in a number of the Litteratur- und Theater-Zeitung in 1779.
The problem of the representation of death in art fascinated the 
eighteenth century. It is vmll Icnovm that Lessing shelved hew the 
Greeks sjonbolised it by the genius of sleep, and this is the aspect 
of it which is stressed by Schlegel too. But the chief merit of 
Schlegel's analysis of the problem is his demand that the actor 
should create a death of his ov/n, a death unlike any which we know 
from reality» For, in making such a demand, he goes as far towards 
recognising the autonomy of the world of art as it is possible to go 
while remaining within the bounds of the iiaitation theory. The 
article in the Litteratur- und Q^ heat0r-2eitung clinches Schlegel's 
argument with the phrases "Man muss nicht auf dem Theater sterben 
wie im Hospital"; and the pertinence of this question in any revolt 
against naturalism appears from the almost identical phrasing used 
by the expressionist Paul Kornfeld; "Muss der Schauspio1er auf der 
BUhne sterben, so gehe er nicht vorher ins Krankenhaus, urn sterben 
zu le men ..» "5
The apparent conventionality of the examples which Schlegel 
adduces to illustrate this process of 'distancing' should not be 
allowed to obscure the principle at stake. The relation of the 
recipient to the v/ork of art is a variable one, depending very much 
on current ideas of seemliness, on the customs, manners, and general 
feeling of an age. To an Elizabethan audience, accustomed to the
1 ^ . ,  St. 30, VII (Vol. 8).
2 Schpiften. ed. cit. . IV, 2 pp. 16 ff.
3 J. J. Engel, Ideen zu einer Mim.ik. Berlin, 1785, I, pp. 48, 49.
4 Li-tteratur- und Theater-2e it une:. July 24, 1779, pp. 469 ff.
5 Cited by Hans Naumann, Die deutsc^ e Dichtung der Gegenwart. Stuttgart^
*1924, p -100.
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horrors of criminal justice, the blinding of Gloster on the stage 
might well have appeared natural and proper. But it has been con­
demned almost universally in more recent times as liable to arouse 
sensations so violent as to overpower the purely tragic emotions.
YlTe may feel that Schlegel is unduly afraid lest offences against 
seemliness (Wohlstand) disturb the aesthetic impress ion. But, ,as 
Granville Barker observes vdien discussing the inclusion of Shakespeare's 
more obscene jokes in a modern performanceit all depends on the 
public manners of the time. If the reaction of a modern audience 
is a sense of discomfort or embarrassment instead of amusement, then 
the joke has obviously missed its point; and to disturb an aesthetic 
experience for the sake of pedantic fidelity to Shakespeare's text, 
is to sacrifice the greater to the lesser. By the same token, the 
validity of the principle which Schlegel established is not affected 
by the examples he takes ; and, as he himself deplored in the early 
letter to his brother, the age in which he lived happened to be 
particularly squeamish.
Already Gottsched had wondered whether there was not a limit to 
the degree of terror which dramatic performances might legitimately 
call forth, but had resignedly concluded ; "Wie hoch aber der Grad 
dieses Schreckens gehen konne, das ist meines Y/issens weder bereits 
bestiramt, noch so leicht zu bestimmen ..."^  And it would indeed have 
been difficult for him to determine the limit, since he did not 
recognise a specific aesthetic experience- Schlegel, on the other 
hand, could answer the question by saying that the emotions may be as 
violent as you like so long as the work still gives 'pleasure '. When 
it ceases to do this, when we begin to react to the events of the 
drama as if they were events of ordinary life, when we experience what 
he calls 'true' instead of 'pleasurable' sadness, then the work has 
gone too far to merit the name of art.
The aesthetic experience according to Schlegel can thus only 
be ensured by departure from reality. But as a firm believer in the 
imitation theory he demands as close adherence to nature as is con­
sistent with the desired impress ion. A play, should be as natural 
as possible, 'so lange es noch vergnUgt'. Is this not a more naive 
f emulation of the principle^  referred to above^  that there must be  --
1 H. Granville Barker, l^ efaces to Shakespeare. London, 1927, 
Introduction, p. ÎQQCV1II.
2, Preface to Schaubiihne. ed. cit. . vol. VI.
3 p.196.
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a limit to the degree of distance? If there were not, art v\rouId • 
bee (me artificiality and cease to move and convince. Schlegel 
believes that one important ivay of retaining as much naturalism 
as possible in drama, while yet achieving an artistic effect, is 
to use the medium of verse. Because of its unifying harmony, the 
spectator ivill not confuse even the most life-like representation 
of reality with reality itself, and hence will not respond in the 
wrong v/ay. Verse will, in other words, ensure that the play does 
not call forth "einen nicht poet is chen Ernst",, as Schiller 
described it to Goethe (8. May, 1798% in reply to the latter's 
announcement that he v/as casting some of the prose scenes of laust 
into verse in order to mitigate "die unmittelbare YYirkung des un- 
geheuren St off es " (5- May, 1798). Schlegel, in advocating verse for 
comedy, is, in fact, in complete accord v/ith Goethe's somewhat pro­
vocative statement that all dramatic works, "und vielle icht Lusts pie 1 
und Farce zuerst", should be inverse (to Schiller, 26. Nov. 1797). 
Similarly, in order to avoid any danger of descending to the trivial, 
Schiller categorically declares that anything transcending the 
ccsnmonplace should be expressed "in gebundener Sclireibart" (to 
Goethe 24. Nov. 1797).
Schlegel was equally opposed to triviality in dramatic language.
He v/ould have agreed with Schiller's defence of the loquaciousness 
of his characters; the use of fewer words might be more in accordance 
with reality; "aber das Beispiel der Alten, welohe es auch so gehalten 
haben und in demjenigen ivas Aris tote les die Gesinnungen und Meinungen 
nennt gar nicht wortkarg gewesen sind, scheint auf ein hoheres 
poetisches Gesetz hinzudeuten, welches eben hierin eine Abweichung 
von der V/irklichkeit erfordert" (to Goethe, 24. Aug. 1798). Schlegel 
v/as just as aware as Schiller that the loquaciousness of tragic 
characters and their intellectual av/areness even at the height of 
emotion are opposed to reality, and, like him, points to the example 
of the Greeks in support of his contention that they should nevertheless 
be retained as a feature of tragedy. But whereas Schiller explains 
it as the result of a "poetic law" which demands such departure from 
reality, Schlegel here falls right out of th© aesthetic sphere and 
tries to explain the phenomenon by reference to reality. It is the 
mark of the great character, he thinks, that he is always able to 
analyse his emotions and to express himself clearly and beautifully.
He admits that vie may be conscious that this idea of highly-placed 
persons is a wrong one, but maintains that our imagination nevertheless 
clings to it, and that it is therefore to be imitated by art. It is, 
of course, to his credit that his feeling for the thought content of 
tragedy was true enough to make him admire and defend s oiæ thing which 
v/as constantly being attacked. But it is a pity that he, who
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was otherv/ise so willing to accept the conventions of art mth 
such clearly aesthetic reasoning, should here fail to recognise a 
convention when he saw it. The passage in which he says that a 
lovely thought is far more effective than "ein ewiges Oi und achi" 
is very similar to a passage in Mein Wort über das Drama, v/here 
liebbel contrasts the transparency of art with the indifference of 
life as to whether, or how, it is understood, and says that the 
latter may hence content itself with "Ach und 0 ... einer Miene, 
einer Bev/egung", while the former demands a clear analysis of 
emotions from even the most extrovert characters. One wonders why 
Schlegel could not have concluded with Hebbel that the reason for 
this is to be sought in art itself. Since he was so clearly con­
vinced that neither soliloquy nor the use of verse can be condemned 
on the mere ground that they are 'unnatural', why could he not 
accept the corollary that jio dramatic language is 'natural'? Perhaps 
his failure was due to the respect which, as an adherent of the 
imitation theory, he accorded to reality as the raw material of art. 
Y/hen Schiller v/rites ; "mein St off unterv/irft sich mir immer mehr"
(to Goethe, 11 Jan. 1797), he too expresses respect for the "Stoff".
It is recalcitrant and only to be subdued vdth diff iculb y, but sub­
dued it must be, subjected completely to the artist's control. 
Schlegel's respect, however, is of a different kind. For him the 
artist is still only craftsman, not self-conscious creator, and it 
is tentatively and with humility that he suggests deviations from 
reality, feeling all the time the temerity of such suggestions.
We may say, then, that Schlegel formulates an important principle 
of art, namely that it does differ from reality, that there is a 
point beyond which art may not go in its attempt to represent reality. 
But the corollary of this - that art is under no compulsion to be co­
ordinated with reality at all, that it is free to develop in its own 
terms, he does not state. And indeed he could not do so. YTithin the 
limits of the imitation theory he goes as far towards an understanding 
of art as it is possible to go. To go further would be to destroy its 
very premises. The recurrent attraction of these premises as the 
basis of a theory of art is proved by the appearance, as late as 1901, 
of K. Lange's Das Wes en der Kuns t^  which is admittedly based on the 
principle of a modified imitation of nature. Attention has already
1 .fferke, III, pp. 235, 236; A^., p. 186
2 ed. cit.
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been drawn by M» Schenker^  to the similarity between Lange's 
theories and those of Schlegel, and the likeness does.indeed extend 
even into details. Thus Schlegel points out that in painting and 
sculpture everything depends on a clear optical impression and not 
on the accuracy of the imitation. It would therefore be foolish 
to paint things so small, or in such a position, that they cannot 
be recognised, "ob sie gleich mit der latur übereinkommen"F Lange 
puts the same thought in the following way; ."Man sieht daran 
wieder einmal ganz deutlich, dass es nicht auf eine objektive 
Ubereinstimmung der Kunst mit der Natur, sondern auf eine Heproduktion 
ihrer opt is chen Yfi.rkungen ankommt. Ytfir v erlang en von der Kunst nicht, 
dass sie das darstellt, was objektiv im statistisohen Sinne wirklich 
in der Natur vorhanden ist ... Schenker is right in thinking it 
a proof of Schlegel's achievement that a theory so akin to his could 
still be accepted a century and a half after his death; but he is 
surely wrong when he suggests that Lange's idea of "conscious 
illusion" is identical with Schlegel's "eine Gefahr zu irren". As 
vjsis noted above, illusion of any kind implies the unreality of art, 
and. in rejecting it Schlegel seems to me to go beyond Lange despite 
other striking similarities.
It is just this point too wiiich distinguishes him from 
Mendelssohn to whom he is otherwise so close. Mendelssohn, as we saw, 
adopts Schlegel's term "Materie" to denote medium; he commends his 
essay Von der Gnühnlichkeit in der Nachahmung and develops Schlegel's 
idea of toning-down whatever is likely to affect us so closely as to 
disturb the aesthetic impression-^  Especially in what he has to say 
about "das Ekelhafte" he is very close to Schlegel, even in the 
vrording; he adopts his example of death when discussing the art of 
acting and follows him in condemning attempts to convey visual images 
in music.^  But in continuing to operate ivith the term illusion he
Folge, II, Leipzig, 1909, p. 60
2 Berke, III, p. 138; Ant., p. 137.
3 ed. cit,. II, p. 245.
4 Schriften. ed. cit. . IV, 2, p. 13.
5 Op. cit.. I, pp. 240 ff. Of. IV, 1, p. 92.
6 Op. cit.. I, pp. 292 - 295.
Nachahmungs the or ie in Deutschla^ .d.
:a.ch- und Li t e r a t ur g es chi cht e, Neue
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differs from him, and Sohlegel, with his "Gefahr zu irren", his 
view that awareness must coexist v/ith being absorbed and moved, 
would have been more at home tov/ards the end of the century. Vile 
already noted the similarity to Goethe's description of the 
aesthetic experience in üb er \Yahr he it und Wahr s che inlichkeit de^ 
KunsWerhâ" There are other points in that essay which remind one 
of Schlegel's views » It is a defence of the "unnaturalness" of 
opera. Schlegel too defended this art-form, using the same arguments 
which he had used in his defence of comedy in verse,and deliberately 
linking up both with a justification of the conventions of art in 
general. Nor is his method unlike Goethe's. He does not, it is 
true, use the dialogue form, but step by step he forces the reader 
to admit the many "improbabilities" of art and shews how closely 
these are linked with the satisfaction it gives, how the satisfaction 
indeed depends precisely upon these differences betv/een art and 
reality. Goethe's dialogue contains too similar arguments against 
realistic stage-decoration, costume and acting.
How well Schlegel's viev/s fit in vdth those which generally 
prevailed tov/ards the end of the century is further borne out both 
by the article on the presentation of death in the Litteratur- und 
Theate;r-^eitungalready referred to, and by an article on illusion 
in Reichard's Theater-ha le nder for the year 1780.^  Here we find the 
same arguments against the complete similarity of a work of art with 
its original in nature, with the same example of painted marble; the 
same protest against naturalistic decor; the same comment that many 
a drama would be too painful if it were not toned down and made unlike 
life; the same observation that nature provides no standard of 
criticism for dramatic language, since all kinds of characters speak 
good German and pour forth similes and metaphors in a way that similar 
people in real life would never do.
The strongest argument for those who would defend the conventions 
of art, its formal qualities, its departure from nature, is clearly to 
ask; "If art is merely an imitation of nature, why liave art at all?"
If its purpose is only to reproduce the same impressions which we get 
from reality itself, then there is no need for art, for reality we have
1 Yorrede zu "Der Ruhnyedin:e". Ant., pp. 163, 164.
2 O P .  cit. . p. 470.
3 Von der TaUschung. Theater-Kalender a^ ;T das Jahr 1780. ed. cit..
pp. 3 ff. .
206.
always with us « In Germany Feind voiced this view at the beginning 
of the eighteenth century vdien he urged that people v/ho vm.nt to 
see something quite natural should go to the great stage of the 
world, not to the little one of opera and drama ; Goethe echoed it 
at the end of the century when he said that opera creates a little 
world of its own which must be judged by its ov/n laws The same 
truth is expressed by Sohlegel in the follov/ing v/ay;
"YVie kann mann aber, varft man mir ein, sagen, dass etivas einer 
Sache Uhnlich ist, dessen Vorbild niemals gefunden wird, niemals 
gewesen ist, und zu keinen Eeiten seyn wird? Yl/ie kann man aber, 
antworte ich, dies e Unahnliclikeit tad ein; ... da sie allein fUhig 
ist, uns die Neugierigkeit zu belolinen, derentwegen wir eine Satyre 
les en oder den Schauplatz besuchen, da vdr, wenn entweder die Comodie 
dem gemeinen Leben, oder das gemeine Leben der Comodie vollkommen- 
ahnlich seyn solIte,'entweder in der Comodie einschlafen, oder im 
gemeinen Leben uns bestêCndig aus dem At hem la chen mUssten; kurz da 
vdr das Vergnugen, das vdr daraus schopfen, nicht geniessen konnten, 
wenn der Combdienschreiber von dem Yl^ hren nicht ein wenig abgevdchen 
v/Ur e."3
The real defence of the "GnKhnlichkeiten", Schlegel thinks, is 
that they even contribute to the.convincing effect. Art, by departing 
from nature, appears, paradoxically enough, more convincing than nature 
itself, or, as Schlegel puts it: in the greatest art the "Unahnlich-
keit" itself seems to be "Almlichkeit”. Thus does Schlegel stumble, 
as it were, by accident, upon what Hebbel calls "das gefahrlichste 
Geheimnis der Kunst". In this realisation that the virtue of art con­
sists in its very difference from nature^  he is really expressing in 
the only terms which were available to him within the imitation theory, 
what the modern aesthetician means when he v/rites ; "The work is not 
like nature and yet it is beautiful in virtue of its very departure 
from nature."^
1 Cf. Above p. 9.
2 über VYahrheit und V^ i^rs cheinlichkeit der Kunst werke.
3 Unahnlichkeit. (Werke, III, p. 173; Ant., p» 102).
4 Ibid., p. 176; Ant., p. 105.
5 Thor burn, op. cit., p. 129.
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oaHLUSION
"ûas Genie begreift, dass Kunst eben darum Kunst heisse, 
v/eil sie nicht Natur ist," said Goethe in the Y'dnderiahre .1 and 
it is true that artistic genius may always have understood this 
intuitively. But theorists who tried to understand the nature 
of art did not find it so easy to accept- And yet without such 
acceptance a science of aesthetics could scarcely come into 
being. Nor was it, as is often thought, merely a question of 
overthrowing the theory of imitation of nature before such a 
conclusion could be reached. As a reaction against this traditional 
view there did appear the new idea of art as 'expression' or 
'creation '. But expression of wiiat, and creation by what? The 
answer to both questions was . 'Imagination '. But this is no 
answer, for imagination can create and express many things, but 
they need not necessarily be art. 'Creation', as a theory of art, 
supplied a corrective to imitation, but it was not an adequate 
substitute for it. No clear picture of the progress towards an 
understanding of art can be obtained by merely thinking of the one 
as an advance over the other, by imagining that 'creation' simply 
ousted 'imitation' and took its place. The outlines are not so 
clearly-drawn as tliat, and the balance in the relation between 
the two lies differently. -
In Germany in the eighteenth centur}^  we can distinguish two 
streams of development among those who approach the question of 
art- And the terras into wliich the opposition resolves itself are not 
by any means merely 'imitation' and 'creation'. Much more profound 
is the distinction between those who confuse Art and Life and those 
who recognise the essential difference between them. The one stream
1 Bk. II, Ghapt. 8.
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includes, despite all their obvious differences, Gottsched,
Bodmer, and Breitinger, Lessing, Klopstock and the Sturmer upd 
■Ur^ nEer. These are concerned, either with the content of art, 
stressing its subservience to reality; or with genius and 
imagination, failing, hovmver, to distinguish the specifically 
artistic genius or to discover the mark of the peculiarly artistic 
imagination- The other stream, represented chiefly by J. E. Schlegel 
and Moses Mendelssohn, stresses the difference between art and 
reality, and is interested both in its non-naturalistic forms and 
in the specifically aesthetic nature of its effects.
Neither the one stream nor the other could, in itself, provide 
a complete account of art or of artistic creation. ■ The first was 
•more important for the actual development of poetry, revolting 
as it often did, against traditional forms and against the con­
ception of the artist as mere imitator. The efforts of the Sturm 
pnd Drapg to infuse poetry with new warmth and life, to make room 
in it for passion and fancy, to turn the attention from objects 
imitated to the expression of emotions engendered in the poet, 
cannot be overestimated. This feeling for ardour and vitality 
had, moreover, considerable value in fertilising and vivifÿing 
theoretical v/riting about poetry and art. ' But the StUrmer und 
branger are mainly concerned with fine frenzy in general, and not 
with the fine frenzy peculiar to the poet. And it is at this 
point, it seems to me, that the other stream shews its value and 
reveals itself as equally important for a complete understanding 
of the nature of art. Development seems, indeed, to proceed tlirough 
the pull and thrust of the two tendencies, until finally they were 
fus ed •
For this, two things were necessary. Those who stressed the 
differences between art and reality alv/ays spoke as though these 
were consciously and deliberately introduced by the artist to pro­
duce a desired effect. It had to be realised that this unlikeness 
is already present in the artist's vision, largely because of the 
influence of his medium upon his imagination. On the other hand, 
those who concerned themselves with creation and imagination failed 
to distinguish between imagination in general and artistic imagination 
in particular. Here again it had to be realised that the peculiar 
nature of the artist's imagination is, to a very great extent, 
determined by his medium. Thus medium is seen as the possible point 
of contact between the two approaches, as the factor which could 
effect a fusion between them, and lead to a conception of the nature
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of art which might furnish a more satisfactory account of the 
creative process and embrace both the representational as well as 
the formal tendencies of art. In some measure this fusion is 
effected by dchiller and Goethe, who had been through the passionate 
and vital experiences of the Genie movement, and yet, being 
essentially artists, were increasingly interested in the forms of 
their art. In fusing the two streams they avoid, on the one hand, 
that confusion of feeling in general with artistic feeling, vfhich 
was the error of the Sturm und Drang; on the other, that mechanical 
conception of the artistic process wiiich runs through the v/ritings 
of Schlegel and Mendelssohn. On to passionate feeling they graft 
the idea of the unlikeness of art to reality, thus transferring 
this from the de liberate working-out stage to the conception stage,
Schlegel's chief merit is that he tried to keep clear what was 
in danger of being confused. He championed the forms of art, 
recognising tliat without these it has no existence. His contribution 
is to that stream which stresses the right of art to non-naturalistic 
expression, and he realises how closely this right is linked v\dth 
the fact of medium. But he does not, of course, see the part which 
medium plays in the artist's imagination, for he is not concerned 
with the imagination at all, but only with the completed works of 
art and with art-forms.
We can the better appreciate the peak reached by Goethe and 
Schiller if we have a clear understanding of the beginning made by 
Schlegel. But the chief difficulty encountered when we embark on a 
study of his works is that of language. The naivete and clumsiness 
of it hang like a cloud, veiling the true significance of the thought.
But the relation between thought and language is s o close that it 
is almost impossible to think of them separately, and even to-day, 
in writing about aesthetics , the need is often felt to use language 
in a new way. In Schlegel's day the German language was unformed 
and wanted handling; for every thought which struggles for expression 
and achieves it, makes the instrument a little less blunt. Schlegel's 
thought has to struggle continually with his recalcitrant, unpliable 
medium, which so often refuses to take the exact shape of his ideas. 
Because of. this, interpretation is necessary. But only one thing 
justifies such interpretation, and that is the coherence of thought 
revealed by it. #ien we have penetrated the obscurity of the language, 
we find that there is no need to reconcile discrepancies of thought 
or to resolve contradictions. The singleness of direction is apparent. 
Every conclusion points the same way. Every critical judgement is in­
formed by the same view of art. This is even the case when his reasoning 
breaks down; his feeling remains right. Indeed one may say of his work 
in general, that his perception of what is right is frequently in 
advance of his power to account for it. Thus we find him deeply moved
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by the clmracter of Eleotra, but unable adequately to explain why.
He righSLy maintains that a poet is justified in using verse as a 
medium for comedy, but his reasoning during the course of the 
argument is sometimes faulty. He is not willing to reject the 
unities indiscriminately, for they are used vd.th effect in plays 
which canmand all his admiration; but he does not quite reach 
the point where he can maintain openly and with confidence that 
they are suitable for one kind of drama only. In the tragedies which 
he loves and admires, the characters make long, self-explanatory 
speeches and have an awareness of the processes of thought and 
emotion which is inccanpatible with complete naturalism. Schlegel's 
feeling is s o sure that he defends this aspect of tragedy, but for 
the wrong reasons. Even early, when his views on form were still 
narrow, he was acutely sensitive to dramatic power, and v/as woa 
over, despite irregularities, by the sheer vitality of Shakespeare 
and Gryphius . Finally, he is able to recognise a distinctive 
experience resulting from the contemplation of art, without being 
able to analyse it at all satisfactorily- In fact, of Schlegel 
may be said what Schiller said of his younger self when he revised 
the essay Tiber Burgers Gedichtes "sein Gefühl war richtiger a Is 
sein Raisonnement."
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Chronological l i s t  of Schlegel's w ritings on dramatic and aesth etic  theory.
1759 Auszug eines Briefs, welcher einige kritisohe Anmerkungen über die 
Trauerspiele der Alten und Meuern enthKlt. First printed in 
Vferke, 3, 1764.
1740 Commentary to his translation of Sophocles' Electra. First printed
in Theatralische Werke, Coppenhagen, 1747. Reprinted in Werke, I, 1761
Schreiben an den Herrn N. N. über die Comodie in Vers en. First printed 
in Beytr&Lge zur critischen.Historié ... Bd. VI., St. 24, 1740.
1741 Herodes der Kindermbrder, nach Art eines Trauerspieles ausgebildet
und in Nürnberg einer teutschliebenden Gemeine vorgestellet, 
durch Johann Klaj. Nürnberg, 1645. First printed in C.B., Bd. VII,
St. 26, 1741. Reprinted in ViTerke, 3.
Demokritus, ein Todtengesprache. First printed in Die Belustigungen 
des Verstandes und des Yldtzes, Bd. I, Augustmonat, 1741. Reprinted 
in YiTerke 3.
Vergleichung Shakespears und Andreas Gryplis bey Gelegenheit des Versuchs 
einer gebundenen Uebersetzung von dem Tode des Julius CKsar, aus den 
Bnglischen #rken des Shakes pear. Berlin 1741. First printed in 
C.B., Bd., VII, St. 28, 1741. Reprinted in ïferke, 3.
Abhandlung, dass die Nachahmung der Sache, der man nachahmet, zuweilen 
unahnlich werden müsse. First printed in Neue Beytrage zum Vergnügen 
des Verstandes und. Tfitzes, Bd... I, St. 5, 1745. Reprinted in Werke, 3.
1742 Abhandlung von der Nachahmung. First printed thus ; 1 - 15 in C.B.,
Bd., VIII, St. 29, 1742; 16 - 21 in C.B., Bd. VIII, St. 31, 1743;
22 - 24 in Neuer Büchersaal der schbnen l/Vissenschaften und freyen 
Künste, Bd. I, St. 5, 1745. Reprinted in Werke, 3.
1745 Vor rede des Uebersetzers zu Der Ruhmredige, Bin Lustspiel in Vers en.
Aus des Herrn Destouches Franzbsischen Ubersetzt. Leipzig, 1745.
Not included by J. H. Schlegel. in the works but reprinted by 
Antoniewicz (see below).
1747 Vorrede zu Theatralische 'Werke Durch Johann Elias Schlegel. Coppenhagen, 
1747. Reprintedj with omissions^  in Werke, 3 under the title Von der 
Würde und MajestKt des Ausdrucks im Trauerspiele.
Schreiben von Brrichtung eines Theaters in Kopenhagen. First printed in 
Vferke, 3.
Gedanken zur Aufnahme des dà'nischen Theaters. First printed in Werke, 3.
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Johann Elias Schlege Is Werke herausgegaben von J. H. Schlegeln.
5 Bde. Kopenhagen und Leipzig im Verlage der Mummischen Buch- 
handlung. 1761 - 1770.
Johann Elias Schlegels Aesthetische und Dramaturgische Schriften 
ed. Johann von Antoniewicz, 1887. Deutsche Litteraturdenkmale 
des 18. und 19. Jahrhunderts, 26. Antoniewicz includes.ail 
the above works except the Schreiben von Errichtung eines 
Theaters in Kopenhagen. He gives convincing reasons for the 
inclusion among Schlegel's works of the preface to the translation 
of Destouches' Le Glorieux.
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Einrichtung der Fabel zu beobachten gemacht. Icb gestehe, dass ich 
gerne eine Tragbdie aus dem Sopbokles ausgelesen batte, darinnen die 
Moral noch scbbner ware, wie mir denn der Pbiloktetes, wegen des grossen 
Fleisses und der vielen Kunst, damit die Charaktere des Ulysses und 
Neoptolemus, aucb des Pbiloktetes selbst ausgearbeitet sind, der Oedipus 
Coloneus aber, wegen des Einflusses den derselbe in das Leben des 
Sopbokles selbst bat, und weil er seiner Sbbne wegen merkwürdig ist weit 
besser gefallen bat; wenn nur unsere Zeiten nicbt zu eckel waren von 
einer Wunde im Fusse, oder von einem blinden alten Manne red en zu 
bbrend In dieser Elektra bat er obne Zweifel zweyerley Auffiibrung' von 
Kindern bey dem Ungliicke ibrer Eltern, so wobl als gegen eine laster- 
bafte Mutter vorstellen wollen, und er lasst iederzeit der Auffiibrung der 
Elektra einigen Vorzug, ungeacbtet Cbrysotbemis durcbgangig ein gutes 
Herz nur mit vieler Furcbtsamkeit an den Tag leget. Der Obor billigt 
meistentbeils das Nacbgeben der Cbrysotbemis mebr, als der Elektra 
ibre Hitze. Unterdessen werde icb allezeit mebr von der Elektra gerübrt, 
weil ibre Hitze von einer grossen Liebe und Edelmiitbigkeit verursacbt 
wird. Uebrigens obngeacbtet icb mir nicbt eben scbmeicble mit meiner 
Uebersetzung Aufseben zu macben: so glaube icb, dass mir die Erin- 
nerungen meines Hocbgeebrtesten Herrn Vaters sattsam im Gedacbtnis 
scbweben, wofern micb ja meine Natur zur Eitelkeit fübren sollte, micb 
davon abzubalten. Wegen der mir iiberscbickten Lieder babe icb micb 
ganz besonders zu bedanken, ie mebr icb daraus lernen kann, durcb 
wieviel Gottesfurcbt, Massigung und Selbstverlaugnung man sicb in 
seinen besten Jabren zu einer bestandigen Gliickseligkeit zubereiten 
musse. Icb bin
Meines Hocbgeebrtesten Herrn Vaters 
geborsamster Sobn
J o h a n n  E l ia s  S c h l e g e l .
Leipzig 
den 6. April 
1740.
(3) Gottsched to Schlegel (Mrg. COCLIVa, T. iii) 
Hocbwobledler und Hocbwoblgelebrter 
insonders Hocbzuebrender Herr,
Nicbts batte mir angenebmer seyn konnen, als die Versicberung von 
Eurer Hocbwobledlen unveranderten guten Andenken, wo mit micb
1 Cf. above p. 400 and note 3.
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Dieselben beehret haben. Nun babe icb zwar vieler Verricbtungen 
balber, womit micb mein itziges Amt bisber beladen bat, die Beant- 
wortung derselben lange genug verscbieben miissen; und E. Hocbwobledl. 
batten also leicbt unwillig dariiber werden konnen, wenn Dero Freund- 
scbaft und Liebe gegen micb etwas geringer gewesen waren. Allein 
umdesto mebr baben Dieselben micb erfreuet, da Sie es aucb an einem 
wiederbolten Zeicben von Dero Gewogenbeit nicbt baben ermangeln 
lassen; wofür icb denn doppelte Verbindlicbkeit scbuldig geworden.
Wie icb iibrigens an E. H. Woblergeben und Gliicke allemal viel Tbeil 
genommen, aucb selbst berzbcb gern etwas dazu beygetragen batte, wenn 
icb nur Gelegenbeit und Krâfte genug dazu gebabt batte ; also statte icb 
voritzo Denenselben zu Dero wirklicb angetretenen Bedienung meinen 
Gliickwunscb ab;  ^ in der festen Versicberung es werde diese nur die 
niedrigste Stuffe zu Dero baldigen Beforderung seyn...  .^
Was die Freude der Herrn Dresdener betrifft, die sie über die Frecbbeit 
pasquillantiscber Federn^ gebabt, und vielleicbt nocb baben mogen, so 
gonne icb ibnen dieselbe sebr. Icb glaube aber, dass Sie  ^ mit solcben 
Lasterern die Ebre werden tbeilen miissen. Icb bin mein Tage soviel 
gelobet, und getadelt worden, dass icb zu beyden scbon ganz unemp- 
findlicb bin. Und da man vielleicbt in dem ersten oft gegen micb zu 
freygebig gewesen, so ist es kein Wunder, dass man in dem letztern zu 
weit gebt. Icb muss also eins gegen das andre abrecbnen ; und die recbte 
Mittelstrasse der Nacbwelt iiberlassen. Was micb am meisten dabey 
scbmerzet, ist dass meine Lasterer zum Tbeil Leute sind, denen icb 
Wobltbaten erwiesen, und die selbst ibren gelauterten Witz, und reine 
Poesie, meiner Anweisung zu danken baben. Docb das gereicbt nicbt so 
wobl mir, als ibnen zur Scbande: wiewobl icb sie bedaure, dass sie sicb 
so zu Steinen braucben lassen, womit ein boser Bube nacb einem recbt- 
scbaffenen Manne wirft. Icb batte ibnen wenigstens edlere Gemütber 
zugetrauet; bedaure es aber, dass icb micb so betrogen babe. Es gebt mir
 ^ This refers to Schlegel’s appointment as secretary to von Spener, Saxon ambassador 
at the Danish court.
 ^ The passage omitted refers to persons in Copenhagen to whom Gottsched offered to 
give Schlegel introductions.
® This refers probably to the Sammlung Critischer, Poetischer und andrer geistvollen 
Schriften, Zürich, 1741-4, by Bodmer, Breitinger and others.
 ^ Thus in the MS., but Gottsched can hardly be referring to Schlegel (cf. p. 405, note 5) ; 
the reference is probably to the ‘Herm Dresdener’, Joh. Ulrich Konig, C. L. Liscow and 
J. C. Rost. Liscow had attacked Gottsched’s theories in his Vorrede to C. H. Heinecke’s 
translation of Longinus (Leipzig, 1742); Rost had attacked Gottsched personally by 
embodying in an epic poem. Das Vorspiel (Leipzig, 1742) the episode of Frau Neuber’s 
presentation of D er allerkostbarste Schatz (18 September 1741), in which she ridiculed 
Gottsched. Konig, Heinecke and Liscow are said to have conspired with Rost in producing 
this epic; cf. B. Litzmann; Christian Ludw ig Liscow in  seiner litterarischen Laufbahn, 
Hamburg and Leipzig, 1883, pp. 129 ff.
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indessen eben so wie dem Menage. Dieser schreibt in seinen Menagianen^ 
p. 389. Mecontent d’avoir tant d’amis, qui ne faisoient rien pour moi, et 
de me voir d’ailleurs attaqué par quantité de gens, à qui je n’avois jamais 
donné lieu d’etre de mes ennemis, je me retirai. Ich schrieb dieses 
neulich an Hn. Strauben;^ aber er bat mir nocb nicbt géantwortet. 
Vielleicbt tritt er aucb ebestens zu meinen Feinden : denn nunmebro muss 
icb aucb dieses besorgen, so unwabrscbeinlicb es mir sonst ist, denn.^ 
Omnia jam bunt beri,^ quae posse negabam.
Scbliesslicb wird mir die Fortsetzung von E. Hocbwobledl. scbônen 
Abbandlung allezeit angenebm seyn. Icb scbicke zu dem Ende den 1. 
Tb. davon. An Dero Arminius soil nàcbstens zum IV. Tb. der Scbaubübne 
der Anfang gemacbet werden. Der Gescbàfftige soil aucb gleicb folgen; 
und icb boffe dass beyde Deutschland Ebre macben sollen. Uebrigens 
lebet E.H. wobl und vergnügt, und wenn micb nur das Vertrauen auf 
Dero Freundscbaft nicbt betrügt, so glauben sie,® dass icb gewisse falscbe 
Brüder leicbt vergessen werde. An Hn. Secr. Koppen® und wo es nocb 
andre redlicbe Israeliter giebt, bitte icb micb zu empfeblen. Icb bin, mit 
aller Aufricbtigkeit
E. Hocbwobledlen
Meines bocbzuebrenden Herrn Secretàrs
Dienstergebenster
G o t t s c h e d .
Leipzig den 30 Dec.
1742.
(4) Gottsched to Schlegel (Mrg. CCCLIVa, T. v, no. 55)
Hocbwobledler
insonders Hocbzuebrender Herr,
E. Hocbwobledl. bin icb zuforderst fur Uebersendung meiner 
daniscben Weltweisbeit,'^ und Dero fortgesetzten Abbandlung sebr
 ^ Gilles Ménage, M enagiana  (first published in 1693).
2 G. B. Straube, author of ‘ Versuch eines Beweises, dass eine gereimte Comôdie nicht gut 
seyn kônne’ (Beytràge zur critischen H istorié der deutschen Sprache, Poesie und Beredsamkeit, 
St. 23, IX, 466-85) to which Schlegel replied by the ‘Schreiben über die Comodie in Versen’ 
{ibid., St. 24, VI, 624-51).
 ^ Thus the punctuation in the MS.
4 Thus in the MS., although the sense demands that the comma should be after ‘hunt’.
® Thus in the MS.; Gottsched is here clearly addressing Schlegel.
® J. P. Koppe (Goedeke has Kopp), translator of Tasso’s Gerusalemme Liberata  and of 
Voltaire’s Alzire.
’ Cf. Schlegel’s letters to Gottsched, 18 April 1743 and 3 August 1743 (Seeliger, op. cit., 
nos. 3 and 4) ; Schlegel sent Gottsched his own copy of the Danish translation of the latter’s 
Erste Griinde der gesammten Weltweisheit, darinnen alle philosophische Wissenschaften, in  
ihrer natürlichen Verknüpfung, in  zween Theilen, abgehandelt werden (Leipzig, 1734) which 
had just appeared, and requested him to give the money for it to J. A. Schlegel.
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verbunden. Das Geld für die erstere hat der H. Bruder erhalten ; und von 
der letzten ist der grosste Tbeil in beygebendem Stiicke der Beytràge 
abgedruckt. Allés ware mir zuviel geworden4 Es ist aber scbon wiederum 
ein neues Stück im Drucke, darinn der Scbluss erscbeinen wird4
Wenn mir der H. Bruder Dero Dido iiberliefern wird, soil er aucb das 
gewobnlicbe Gescbenk® dafür erbalten. Nocb zur Zeit aber bat er zwar 
den Brief, aber nicbt das Trauerspiel abgegeben. Was iibrigens die Welt, 
oder vielmebr die Zeitungsscbreiber von dero Herrmann geurtbeilet, das 
kann icb nicbt scbreiben, wiirde micb aucb daran nicbt soviel kebren, als 
wenn icb denselben einmal auffiibren seben, und die Urtbeile der 
Zuscbauer davon vernebmen konnte. Allein icb weis nicbt was die 
Neuberinn anficbt, dass sie es gar nicbt mebr spielet; ja aucb den 
Miissigganger, den sie docb eber gebabt als icb, nicbt vorgestellet bat4 
Gleicbwobl bat sie aus meinem IV. Tbeile der Scbaubübne die ungleicbe 
Heiratb nicbt nur ein, oder zweymal, sondern wobl scbon secbsmal 
gespielet: wie icb denn selbst der secbsten Vorstellung beygewobnet, und 
wobl sagen kann, dass sie mit grossem Beyfalle der Zuscbauer aufgenom- 
men worden; obgleicb der in der ersten Messwocbe scbon vorbandene 
Adel grosstbentbeils mit den Zabnen knirscbete. Icb glaube aucb gewiss 
dass diese so vielmalige Vorstellung mir zu gefallen nicbt gescbeben sey, 
und wundre micb um destomebr, dass sie nicbt vielmebr die Stücke 
ibrer guten Freunde gewablet bat.
Der Zweifel, den E. H. bey dem am Ende der ungleicben Heyratb 
abgebrocbenen Worte bekommen, kann meines Eracbtens niemanden 
einfallen, als dem, der das vorbergebende nicbt in Betracbtung ziebt.® 
Der Verfasser batte namlicb das letzte Wort ausdrücklicb bingescbrieben :
 ^ The Abhandlung von der Nachahmung appeared as follows: Sections 1-15 Beytràge zur 
critischen Historié, St. 29, v m , 1742; Sections 16-21 (to which Gottsched here refers) 
Beytràge, St. 31, vm , 1743; Sections 22-24, Neuer Bilchersaal der schbnen Wissenschaften 
undfreyen  Künste, St. 5, i, 1745
2 Gottsched lost the end (cf. Seeliger, op. cit., no. 6), and it was not published until 1745. 
 ^ This would seem to run counter to Wolff’s suggestion {op. cit., p. 50) that Schlegel 
achieved something unusual when he received money from Gottsched for his H errm ann. 
Cf. also Seeliger, op. cit., no. 8, dated 20 September 1746, in which Schlegel asks Gottsched 
to return the MS. of his Electra translation, ‘gegen Zurückgebung dessen, was ich dafür 
erhalten habe’.
 ^ Cf. Schlegel’s letter to Hagedom, 4 September 1743 {Hagedorns Werke, ed. cit., v, 
285, 286). Schlegel states that he had asked Frau Neuber to negotiate with publishers with 
a view to an edition of his plays. While ostensibly consenting she had in reality planned 
with a publisher a ‘ Schaubühne ’ of her own, in which Schlegel’s plays were to appear along 
with those of Koch and others. When Schlegel discovered this he ceased negotiations, and 
this doubtless explains why Frau Neuber no longer performed his plays.
 ^ Schlegel found the end suggestive and adds that, had it not been for this, he would have 
attributed the play to Frau Gottsched (cf. Seeliger, op. cit., no. 4, dated 3 August 1743). 
The end of the play {Deutsche Schabühne, rv, 1743, 184) reads thus:
W ilibald: ‘Je! So hole doch der Henker alle.. . . (Er schlagt sich aufs Maul). Ich hatte 
bald ein boses Wort gesagt.’
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Hole doch der Henker alle Frduleins. Allein ich habe es ans Behutsamkeit 
nicht wollen drucken lassen ; weil ich diese edlen Schbnen nicht offenbar 
beschimpfen lassen wollte ; und glaubte, dass man es ans dem Znsammen- 
hange wobl seben wiirde, woven die Bede ware. Es ist mir aucb bier nocb 
niemand vorgekommen, der im Lesen, oder in der Vorstellung eine 
Unflaterey oder Zote dabey vermutbet batte. Sollte indessen eine neue 
Anklage davon gemacbt werden, so wiirde icb wenigstens F r.. .  . bin- 
drucken lassen, um aucb die argwbbniscben Leser auf den recbten Weg zu 
bringen.
Das Gescblecbtregister von dero Trauerspielen werde icb mir empfoblen 
seyn lassen wiewobl icb nicbt glaube, dass solcbes zu dero Ebre so 
nbtbig sey. Alle Dero Freunde, denen Dido bekannt geworden, zieben 
sie dem Herrmann vor. Und wenn icb selbst nacb Mutbmassungen geben 
soil, so diirfte icb micb bald fiir sie erklaren, obne sie gelesen zu baben. 
Die Fabel zeigt mir scbon, dass sie voiler Affect seyn wiirde; und dieser 
macbt ein Trauerspiel scbon, nicbt aber die sebr ausgearbeiteten und 
sinnreicben Verse.^ Vielleicbt gewinnen also E.H. durcb die Dido nocb 
mebrere Leser und Zuscbauer, als durcb den Herrmann.
Nacbdem die dresdeniscbe Zeitungs Fabrike® etlicbemal von Hofe aus 
nacbdriicklicbe Erinnerungen bekommen, ist sie gar verstummt : und wie 
man bort so ist aucb das Beicb der Hn. Lustigmacber sebr uneins 
geworden. Heineke^ ist aus des Ministers Diensten von Liscow ver- 
drungen, und von dem deutschen Franzosen®in einem Gedicbt aufs Konigl. 
Cburprinzen Geburtsfest, zum Gelacbter gemacbt worden. Wie sebr sicb 
ganz Dresden dariiber gefreuet babe, ist daraus abzunebmen, dass es 
dreymal bat aufgelegt werden miissen ; und baufig nacb Leipzig gescbickt 
werden. Endbcb ist aucb Kost® bey Liscow in Ungnade gefallen und wer 
weis was ferner gescbiebt. So gebt es mit Gesellscbaften die kein tugend- 
bafter Band, sondern die Scbmabsucbt verbindet.
 ^ Schlegel had asked Gottsched to put a note in vol. v  of the Deutsche Schaubühne to the 
effect that his plays were not being published in the order in which they had been written 
(cf. Seeliger, op. cit., no. 5, dated 18 September 1743).
2 Cf. Schlegel’s own opinion in the Vorrede to his Theatralische Werhe, Copenhagen, 1747 
{Werke, ed. cit., m , 213 ff.; Deutsche Litteraturdenkm ale, 26, pp. 167 ff.); also in letter to 
Bodmer, 8 October 1746 (Staudlin, op. cit., pp. 38 ff.)
® Refers to the Dresdnische Nachrichten von Staats- und gelehrten Sachen. Auf das 
Jahr 1743. This appeared from 2 January until 21 December (cf. Litzmann, op. cit., p. 137). 
Gottsched would appear to be premature in thinking it had already ceased to appear.
 ^ C. H. Heinecke. I have been unable to find any confirmation of Gottsched’s statement 
that Liscow procured his dismissal from the service of Graf Brühl. Heinecke had obtained 
Liscow’s appointment as secretary to Brühl in 1741 (cf. Christian Ludw ig Liscows Leben, 
von G. C. F. Lisch, Schwerin, 1845, pp. 45, 46).
® Johann Christian Tromer (1696-1756) wrote under the name of Jean Chrétien Touce- 
ment or der Deutsch-Franços. ‘ *
° Gottsched’s information here also seems to be incorrect (cf. B. Litzmann, op. c i t . , 
pp. 140-2).
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In Halle ist eine neue Monatsschrift^ entstanden, die es mit allen 
scLweizerisclien, dresdenischen und hamburgisclien Feinden des guten 
Geschmackes aufnimmt, und es der greifswaldischen Gesellschaft aucli 
zuvorthun wird, wenn sie so hoclifâhrt4 E.H. müssen sie selbst lesen, 
um mir Beyfall zu geben. Wie Denenselben das Schreiben Effingers des 
Jüngeren® in meinen Beytràgen gefallen wird, bin ich begierig zu ver- 
nehmen. In das nâchste Stück kômmt eine Nachahmung des lucianischen 
p T jT o p c ü v  SiSacTKaXos, das ist, ein K p t r i K œ v  8tSao-/caAos‘,^  der vermuthlich die 
Geheimnisse unsrer heutigen Zeitungsscbreiber und Scbweizer entdecken 
wird.
Nacb dienstlicbem Empfebl an alle, die micb kennen und sicb meiner 
erinnern, verbarre icb
E. Hocbwobledler
dienstwilbger
G o t t s c h e d .
Leipz. den 16 Oct.
1743.
Man bofft diese Messe den Foetus Voltaire hier zu seben.
(5) Rabener to Schlegel (Mrg. CCLXXXI, Special volume, no. 17) 
Mein lieber Herr Schlegel,
...Icb würde Bedenken baben, Sie, mein Herr, mit dieser Sache zu 
bescbweren, wenn icb es nicbt aus einer kleinen Eigenliebe that, weil icb 
mir bilbg darauf etwas einzubilden babe, dass die Leutbe in dem Gedanken 
steben, Dieselben würden aus Woblgewogenbeit gegen micb eine Sache 
zu befôrdern sucben, welcbe vielleicbt sebr verdrüsslicb, iedocb für die 
ebrlicben Kaufleute wicbtig genug ist. Gônnen Sie mir immer die[se] 
Eitelkeit, mein lieber Herr Schlegel, und wenn es seyn kann, so lassen Sie 
diese Sache zu Dero gütigen Vorsorge Sicb bestens Empfoblen seyn. Icb 
würde Sie dafür meiner aufricbtigsten Ergebenbeit versicbern, wenn icb 
mir nicbt scbmeicbelte, dass Sie deren scbon vorlangst überzeugt waren.
 ^ Bemühungen zur Beforderung der K r it ik  und des guten Geschmacks, ed. C. Mylius and 
J. A. Cramer, Halle, 1743-7.
2 Kritische Versuche zur Aufnahm e der deutschen Sprache, Greifswald, 1742 ff.
 ^ ‘Schreiben an die Herausgeber dieser B eytràge.. .von Effinger dem Jüngern.’ Chur, 
17 August 1743 {Beytràge zur critischen Historié, St. 31, 1743). This article, probably by 
Gottsched, was directed against the Swiss.
 ^ Cf. Beytràge zur critischen Historié, St. 32. 1743. Braitmaier {Geschichte der poetischen 
Theorie und K r it ik ,  Frauenfeld, 1888, i, 238) calls this article ‘das gemeinste Produkt’ in 
the whole quarrel between Gottsched and the Swiss.
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Gônnen Sie mir Dero Freundschaft und Wohlwollen ferner und glauben 
Sie, dass icb Zeit Lebens mit der grossten Hocbacbtung seyn werde.
Mein Herr,
Dero
geborsamster Diener
G o t t l ie b  W il h e l m  K-a b e n e r .
Leipzig 
am 7. Aug.
1744.
P.S. Weil icb einmabl angefangen babe, Ibnen das Anliegen unsers 
Vat[er]landes^ zu empfeblen; so will mir aucb die Freybeit nebmen Sie 
da[rum] zu ersucben, was der Herr Bruder von unsrer gelebrten Meuterey 
wider den allerliebsten Pflegevater gescbrieben bat. Muntern Sie uns 
durcb Ibren Bey tritt auf, wenn Ibnen dieser Vorscblag nicbt gar zu 
wider ist, und batte er aucb Ibren Beyfall nicbt ganzlicb, so seben Sie es 
nur als ein poëtiscbes Allmosen an was Sie uns übersenden.^ Icb kann 
nicbt laugnen, dass icb die Belustigungen^ nocb eben so bocbbalte, als 
vorber, icb batte aber docb aus vielen Ursacben ibr Ende gerne geseben. 
Vielleicbt erlangen wir auf diese Art unsre Absicbt, und die Belustigungen 
sterben an der Abzebrung, wenn sicb zu gleicber Zeit eine neue Monatbs- 
scbrift anfângt. Icb will es selbst wagen auf den Winter mit daran zu 
arbeiten, um desswillen gebe icb ietzo von Hausse zu Hausse und sammle 
mir witzige Einfalle. Es ist nur Scbade, dass keine Streitscbriften binein 
kommen sollen ; denn weil icb ietzo die meiste Zeit auf den Dorfern unter 
den Bauern zu tbun babe;^ so babe icb das Vergniigen gebabt, recbte 
Originale von Kunstricbtern kennen zu lernen. Jedocb icb muss aufboren 
ebe mein Postscript langer wird, als der Brief. Icb bin
Dero
geborsamster Diener
G. W. R a b e n e r .
In the opening paragraph of the letter Rabener asks Schlegel to expedite some business 
in Copenhagen on behalf of a Leipzig firm.
2 Schlegel’s contributions to the Neue Beytràge zum Vergniigen des Verstandes und 
Witzes (ed. C. C. Gartner, Bremen und Leipzig, 1746-51) were few.
 ^ D ie  Belustigungen des Verstandes und des Witzes (ed. J. J. Schwabe, Leipzig, 1741-5).
 ^ Rabener was Steuerrevisor in Leipzig 1741-53.
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(6) Kastner to Schlegel (Mrg. CCCLIVa, T. in)
Monsieur.
1. . .  Je vous aurois pu donner cette réponse plutôt, mais je l’ai 
retardée pour aprendre le jugement désiré, que Voici: H. Schlegels 
Tragédien sind sebr scbôn. Icb werde mir sie kaufen, icb babe sie nur 
gelieben gebabt. Icb will sie nàcbstens im B . . .  S . . .  ^  recensiren. 
Ce n’est pas ma faute si ce jugement Vous est plus favorable que 
Vous ne le souhaités peut-être si Vous contés Mr G. . . .  parmi ces 
juges dont les louanges déshonorent plus que leurs critiques. Vous 
vous pourrés cependant glorifier d’avoir fait quelque chose die Sacbsen 
und die Scbweiz mit einem Munde loben. Vôtre mystérieux® m’a fort 
diverti, et le Canut, ou comme j’ai rebâtisé cette Piece: V ü lfo  fort 
emu. Vous me permettrés pourtant de dire que Vôtre Ulfo me semble 
d’un caractère un peu trop bas pour un beros de tragédie. Il se rend 
baissable par tout, et il n’a pas de belle qualité qu’une soif brutale de la 
gloire. C’est ce qui fait que nous n’avons de compassion que pour sa 
pauvre epouse, dont nous ne concevons pas comment elle puisse aimer ce 
monstre. Or je crois, que pour rendre la morale de Vôtre tragédie qui la 
finit, plus sensible il auroit été bon de représenter un beros malheureux 
et même blâmable par ce défaut la, qui cependant se seroit atiré nôtre 
estime par quelque autre endroit. Ce qui m’a le plus choqué ce sont les 
faussetés que Vous faites dire â Ulfo particulièrement en ce qui regarde la 
maniéré de la quelle il a obtenu son epouse. Autant que je connois les 
Anciens allemands et je crois que Vous ne devriés pas représenter les 
Danois plus mecbans, je les [croirjois incapables de mensonges si bas, au 
moins leurs beros qui se piquent de la gloire, et si Vous aviés oté ces 
bassesses du caractère d’Ulfo, en laissant tout le reste on auroit â ce que 
j’en puis juger pris plus de part â son malheur, et senti par consequent 
avec plus de force la morale.
Pour ce qui regarde la chose que Vous avés demandé dans votre 
dernière lettre, en voici autant que je puis vous servir, moi qui se ne 
pique pas d’être elegantiae arbiter. Il me paroit qu’il ne manque â ce 
M. la qu’un peu plus de conversation. Il n’a rien dans ses maniérés qui 
soit impoli, mais il ne les a pas encore si aisées et libres comme il faut les
 ^ The beginning of this letter is purely personal. The accents are even more arbitrary 
than is usual at this period and are also sometimes difficult to decipher. I have endeavoured 
to reproduce them faithfully.
2 Presumably this stands for Büchersaal {Neuer Bilchersaal der schbnen Wissenschaften 
und freyen Künste, Leipzig, 1745-9).
3 D e r Geheimnissvolle, first published in Theatralische Werke (cf. Werke, ed. cit., n , 
183 ff.).
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avoir pour se produire dans le grand monde. Il paroit dans sa conduite 
toujours un peu gené et craintif. Cependant â ce qu’il me semble il s’est 
deja beaucoup changé depuis le tems que je commencois â le connoitre et 
ces petits défauts, (s’il faut les apeller de ce nom) s’évanouiront aisement, 
s’il a un peu plus de commerce avec les gens d’une belle conduite. Je 
crois même qu’ils ne lui nuiront pas tout â fait pour faire sa fortune ; 
car pour peu qu’on se connaisse en Hommes, on voit qu’il ne lui manque 
que ce que l’esprit le plus vif ne se peut pas donner â lui même sans avoir 
eu l’usage du monde, et je gage que Vous Monsieur, tout Poëte que Vous 
fûtes, n’auriés pas été plus eveillé que lui pendant que Vous etiés chés 
vous (car c’est une autre afaire après que l’on est devenu homme de la 
cour) si Vous n’aviés pas été Poëte anacreontique. Vous verrés que je 
n’attribuë ceci â Vos odes anacreontiques, mais â l’occasion que Vous 
avés euë d’en faire. Corollarium  Pour eveiller ce Mr. la il lui faut donner 
l’occasion de faire des odes anacreontiques.
Pardonnés les fautes de cette lettre â moi qui suis encore las aiant 
emploié tout cet avant midi â voir faire nos Soldats leurs exercices: 
Jugés combien il faut que ces exercices fatiguent, si c’est une fatigue de 
les regarder seulement. A cette occasion, réfléchissant sur l’obligation 
ou nos Soldats sont de n’agir que martialement, je me suis formé une 
belle definition d’un Soldat que voici : C’est une machine qui peut être 
malheureux...  .
Monsieur 
le Vôtre
K a e s t n e r .
Leipzig.
(7) Bodmer to Schlegel (Mrg. CCCLIVa, T. iii) 
Hochedelgebohrner
Hochgeschàtzter Herr Gesandschaftssecretar.
Ich hoffe, Sie haben mirs nicht übel genommen dass ich Ihnen den 
Hn. Schuldheiss zu meinem Sekundant in dem Briefwechsel mit Ihnen 
vorgeschlagen habe,^ nachdeiîi eine Menge Arbeiten mir nicht erlaubt in 
diesem Stücke so fleissig zu seyn, als ich wol wünschete. Also habe die 
Ehre nun mit diesen wenigen Zeilen auf Ihr geschâtztestes vom 18.
 ^ Schlegel had sent the first two books of his epic poem H einrich der Lowe ( Werke, ed. cit.,
IV, 7 ff.) for criticism to Bodmer, who passed them on to Schuldheiss, with whom Schlegel 
then exchanged letters (cf. Vorbericht to H einrich  der Lowe by J. H. Schlegel, Werke, ed. cit.,
V, 3).
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Sept4 zu antworten. Auf die meisten Artikel desselben® kann ich mit 
desto besserem Recht stillschweigen, weil ich dariiber keine anderen 
Gedanken hege, als dieselben zu verstehen geben. Die Comodien des 
Hn. von Holberg sind in der That voiler Plattheiten, und voiler Llicken.® 
Man muss sich nicht auf den Geschmack eines Gelehrten verlassen, 
welcher den Lucan oder Statius liber den Virgil erhebet. Die moralischen 
Abhandlungen^ sind sein bestes Werk, und haben ofters auch in denen 
Stellen Griindlichkeit, wo man nur Lusus Ingenii zu sehen vermeint. Ihr 
Geheimnisvoller ist nicht so libel gerathen, dass sie® den strengen Ehmann 
nicht sollten wagen dlirfen.® Ich war in den Gedanken, dass Ihr Abdo- 
lonymus^ zur Hauptabsicht hatte, den ungereimten Ausdruck in den 
Trauerspielen zum Gelachter zu machen. Sie haben sich in Ihrer Vorrede 
zu ihren theatralischen Werken® sehr geschickt und sehr griindlich liber 
diesen Punkt erklaret. Ich bin Ihnen flir das Geschenk® und das Ver­
gniigen, welche Sie mir mit demselben gemacht haben, hochlich verbunden. 
Gewisse Leute haben ihre Unzufriedenheit mit der ausserordentlichen 
Bildung des Ulfo nicht verbergen konnen. Ich glaube doch dass dieser 
Charakter weniger idealisch ist, als man meinen mogte. Ich halte auch 
davon, dass er in der Tragédie mit Nutzen angebracht werden kan, wofern 
er so mit der gehérigen Verabscheuung vorgestellt, und der Vorzug, den 
Canut und Godwin liber ihn haben, in starken Ziigen gezeichnet wird.
Wenn in dem Sittenmahler^® enthalten ist (welches ich nicht sehe) dass 
[eine] jede Provinz in Deutschland sich aus ihrer Mundart eine eigene 
Sprache machen solle, so ist das nicht meine Meinung, ich bin auch nicht
See J. Criiger, art. cit., no. ii.
“ Bodmer refers mainly to remarks on Aristotle’s theory of tragedy and Gottsched’s 
interpretation of it. He had replied fully to Schlegel’s letter on 2 September 1747 
{Morgenhlatt, 1810, nr. 185) but Schlegel had not received his reply when he wrote on 
18 September.
 ^ Cf. letter from Bodmer to Hagedorn, 14 February 1745 {Hagedorns Werke, ed. cit., v, 
182, 183), where Bodmer says: ‘Holberg ist es zufrieden wenn er in seinen Komodien nur 
etwa einen gemeinen Charakter in ein paar Gemüthsumstânden folgen kann und er macht 
nicht selten starke Liicken; oder wenn Sie lieber wollen, Sprünge.’
 ^ L. Holbergs Moralske Tanker, Copenhagen, 1744. Two German translations of this 
work were published in Leipzig in 1744.
® Thus in the MS.
® Cf. Schlegel’s letter to Bodmer, 18 September 1747 (J. Criiger, art. cit.) in which he 
refers to his plan for a comedy in prose entitled D er strenge Eliemann and inspired by Steele’s 
Tender Husband. The play ultimately appeared as D er T rium ph  der guten Frauen { Werke, 
ed. cit., n , 323 ff.)
' The hero of the tragi-comedy D er Gartnerkonig { Werke, ed. cit., n , 635 ff.) which Schlegel 
planned. Schlegel first mentions the Gartnerkonig in a letter to Bodmer, 8 October 1746 
(Staudlin, op. cit., 39) ; with his next letter, 15 April 1747 (Staudlin, op. cit., 52, 53) he sends 
Bodmer a specimen of a few lines; in his letter of 18 September 1747, Schlegel explains 
that he does not intend the play to be a literary satire only, but to have general interest as 
well.
® For this Vorrede see Werke, ed. cit., m , 213 ff.
® The present was a copy of Schlegel’s Theatralische Werke.
D er M ah ler der Sitten, Zürich, 1746.
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Erlebach. Ich vergonne zwar den [Einwohnern] einer Provinz solche 
Worter, die ihr eigenthümlich sind, aber nur wenn solche ihre 16 Ahnen 
aufweisen konnen, wenn sie geschickt, notwendig sind. Kurz, ich
habe dessfalls kein andre Gedanken, [als] Ew. Hochedelg. Vielleicbt hat 
Erlebach zu viel gefodert, damit man ihm wenigstens das was recht ist, 
angedeihen liesse.
Es ist mir lieb dass die belebte Bildsaule^ Ihnen nicht missgefallt. 
Wiewol [ich] nicht glaube, dass ihre ersten Reden zu metaphysisch seyen,® 
so habe ich doch aus eigenen Ursachen ihre Empfindungen und Gedanken, 
die sie S. 13.14 offenbaret, sehr stark verandert und erweitert. Ich lasse 
sie sich über den Ton ihrer eigenen Stimme verwundern. Denn sie dacht 
erstlich nur leise. Sie sieht die Luft um sich her vor einen tiefen Abgrund 
an; wo sie keinen festen Fuss fas[sen] konnte. Ihre ersten Gedanken 
entstehen bloss von ihrem Gefühle, und sie hatte die Augen noch be- 
schlossen. Als sie itzt die Augen eroffnet, kommen ihr die Dinge, die sie 
nur durch das Gefühl kannte, ganz verandert vor. Sie halt sich selbst 
vor verwandelt. Dann versichert sie sich durch ihre Hand, dass sie die 
vorige ware. Doch ist ihr stets ein Geheimniss, dass sie die Figur von 
jeglichem Gliedmasse ihres Corpers gedoppelt sieht. Als sie die anderen 
Bildsaulen wahrnimmt halt sie dieselben auch vor Figur en ihrer eignen 
Gestalt ; sie weiss aber nicht, was sie aus dem Kopf derselben machen 
soil; weil sie an den Bildern ihres eigenen Leibes den Kopf nicht sieht. 
Auch weiss sie nicht, was sie daraus machen soli, dass diese andren 
Statuen die Füsse nicht wie sie selbst thut, unterwerts sondern aufwerts 
gekehrt halten.. . .  Sie ruft einer von den Statuen, die ihr am nachsten 
steht, mit lauter Stimme zu. Sie versucht sich von der Stelle, wo sie sass, 
los zu machen. Wiewol der Boden sie stark an sich zieht dass sie nicht in 
die Luft hinausfallt, so fühlet sie innerlich ein starkeres Gewinde welches 
sie über denselben empor tràgt. Ehe sie den Fuss über das Gestelle 
hinunter auf den Boden setzet, erforscht sie dessen Festigkeit mit sachtem 
Drucke, dann geht sie mit sanften Tritten fort.. . .
Ich gedenke diese Veranderungen, die ich hier nur entworfen habe, in 
meine Sammlung Critischer neuen Briefe anzubringen, wenn ich ein 
Hundert werde gesammelt habe [s c^]. Denn diese sollen nicht so weit- 
lauftig werden, wie die [wirklich] gedruckten sind.
Dünket Ew. Hochedelg. denn Pigmalions Verwunderung über den 
ersten Anblick der belebten Statue nicht genug ausgedrückt, wenn es
1 Cf. Neue Erzahlungen verschiedener Verfasser, Frankfurt und Leipzig, 1747, which 
contains Pygm alion und Elise  by Bodmer.
2 Cf. Schlegel’s letter, 18 September 1747 (J. Criiger, art. cit.).
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heisst: Sie konnte dieses allés ununterhroclien reden—er ward vor Ver­
wunderung bis in seine innersten Adern so stark erschiittert, dass er 
entziickt da stuhnd...  .Er dankte mit leisen Worten der liimmlisclien 
Macht.. . .  1st das kaltsinnigU Sonst ist auch wahr, und dieses hatte 
konnen gesagt werden, er hat sich mit den Gedanken von ihrer Belebung 
und der Moglichkeit dessen so lange bekannt gemacht, dass man nicht 
sagen kann, sie sei ihm ganzlich unvermuthet gewesen, oder er sey dazu 
gar nicht vorbereitet gewesen.
Wieder auf die Materie von der Sprache zu kommen, so muss ich Ihnen 
doch erzahlen, dass eine Zeit gewesen, in welcher die schweizerische 
Sprache, die damahls wie beynahe noch heutzutage mit der schwabischen 
eine Mundart ausgemacht, die herrschende und die Hofsprache war. Das 
war in der Zeit der Kaiser aus dem schwabischen Stamme, wie davon die 
Minnegesange, von denen wir diesen Winter zwanzig oder dreissig Bogen 
liefern wollen,® genugsam zeugen. Es sind unter diesen schwabischen 
Poeten auch Diiringer, Sachsen, und Brandenburger, die alle in der 
schwabischen Sprache schreiben, mit einem sehr kleinen Unterschiede, 
den die provinzial-Aussprache verursachte. Wir wollen nicht die Gelehrten 
allein sondern auch die ungelehrten® und die Frauenzimmer selbst in den 
Stand stellen, diese alten Minnelieder ganz zu verstehen; und man soil 
ungeachtet der zwar alten aber nicht ungeschickten Sprache den artigen 
Geist der Poeten, der ganz Natur war, bewundern.
Ich habe die Ehre mit stets zunehmender Hochachtung zu verbleiben
Ew. Hochedelgeb.
gehorsamst ergebenst.
J o h . J a c o b  B o d m e r .
Zürch den 7. xii 
1747.
My grateful acknowledgements are due to the librarian of the University 
library of Tartu for permission to publish these letters ; and to the Uni­
versity of London Research Fund for a grant enabling me to visit Tartu 
in order to examine the MSS.
E l iz a b e t h  M. W i l k i n s o n .
L o n d o n .
Of. Schlegel’s letter, 18 September 1747 (J. Criiger, art. cit.).
2 This was Prohen der alten Schwabischen Poesie des dreyzehnten Jahrhunderts. Aus der 
Manessischen Sammlung, published jointly by Bodmer and Breitinger at Zürich in 1748.
2 Of. SchlegeTs letter to Bodmer, 18 September 1747 (art. cit.).
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PRINTED IN GREAT BRITAIN
SOME U N PU BLISH E D  LETTERS FROM TH E 
CORRESPONDENCE OF JO HANN 
E LIA S  SCHLEGEL
T h e  Morgenstern collection in the University library of Tartu (formerly 
Dorpat) contains among many interesting letters of the eighteenth century 
some correspondence between Johann Elias Schlegel and his contem­
poraries. Writers of the various studies on Schlegel which appeared 
towards the end of last century deplored the fact that, although the 
letters from Schlegel to Gottsched, Bodmer and Hagedorn had been 
preserved and for the most part published,^ not a single reply from any 
of these three had yet come to light.® Yet two letters to Schlegel, one 
from Bodmer and one from Hagedorn, had appeared in print as early as 
1810, in the Morgenhlatt fü r gebildete Stande.^ These letters were published 
by Carl Morgenstern, first librarian of the University of Dorpat, under the 
title: ‘Briefe deutscher Dichter und Gelehrten aus den Jahren 1740 bis 
1771.’ In a prefatory note, Morgenstern explains that in Riga he had 
found, and obtained possession of, many letters from poets and men of 
letters, and expresses his intention of publishing a selection of the more 
interesting, notably from Bodmer, Gellert, Gerstenberg, Gleim, Hagedorn,
1 Cf. K. Seeliger, M itteilungen des Vereins fü r  Geschichte der Stadt Meissen, Bd. ii, Heft 2, 
Meissen, 1888 (containing eight letters from Schlegel to Gottsched from originals in the 
Universitatsbibliothek, Leipzig); also Th. W. Danzel, Gottsched und seine Zeit, Leipzig, 
1848; G, F. Staudlin, Briefe berühmter und edler Deutschen an Bodmer, Stuttgart, 1794 
(three letters from Schlegel to Bodmer from originals sent to Staudlin by Bodmer) ; J. Criiger 
in Archiv fü r  Litteraturgeschichte, Bd. x iv , Leipzig, 1886 (four letters from Schlegel to 
Bodmer from originals in Zürich); Hagedorns Werke, ed. Eschenburg, Hamburg, 1800, v 
(six letters from Schlegel to Hagedorn from originals in the Staats- und Universitats­
bibliothek, Hamburg). According to Eugen Wolff {Johann E lias Schlegel, Berlin, 1889) 
other letters from Schlegel to Hagedorn were in the possession of Professor B. Litzmann. 
Despite repeated enquiries, I have not been able to ascertain the present whereabouts of 
these.
2 Cf. J. Rentsch {Johann E lias  Schlegel als Trauerspieldichter m it besonderer Berücksichti­
gung seines Verhaltnisses zu Gottsched, Leipzig, 1890, p. 7), who expresses particular regret at 
the consequent loss of evidence which might have been of use to him in his examination of 
the relations between Gottsched and Schlegel, and deplores too the disappearance of 
SchlegeTs correspondence with Kastner; also K. Seeliger {op. cit., p. 156): ‘Von Gottscheds 
Briefen an Schlegel ist nur ein kümmerlicher Rest im Leben des Dichters (von seinem 
Bruder) bis jetzt veroffentlicht,’ and, with reference to the Kastner correspondence: 
‘ Meines Wissens ist nichts davon bekannt.’ (For this correspondence with Kastner cf. 
SchlegeTs letter to Hagedorn, 2 April 1749, Hagedorns Werke, ed. cit., v, 299.) J. Crüger 
{op. cit., p. 62) expresses the hope that Bodmer’s letters to Schlegel (which he believed to be 
in Copenhagen) will be published. Neither Wolff, op. cit., nor Antoniewicz {J. E . Schlegels 
aesthetische und dramaturgische Schriften, herausgegeben von J. von Antoniewicz, Heilbronn, 
1887. Deutsche Litteraturdenkmale, 26), who both had access to much unpublished corre­
spondence, reveals any knowledge of actual letters to Schlegel from his contemporaries.
2 Vol. for 1810, nos. 185 and 193. Cf. Goedeke, Grundriss zur Geschichte der deutschen 
Dichtung, 3^ ® Auflage, iv , i (Dresden, 1916), 9, 25.
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Kastner, Karschin, Klopstock, Rabener, J. E. Schlegel, Weisse and 
Zacharia. Actually there only appeared in the Morgenhlatt under this 
title six letters: from Bodmer, Gellert, Gerstenberg, Gleim (2) and 
Hagedorn.
At his death in 1852, Morgenstern left his books and manuscripts to the 
University library in Dorpat. The numerous letters, although bound, are 
not yet completely catalogued, but examination of the volumes^ brought 
to light fifteen letters from and to Elias Schlegel.® With the exception of 
the two which appeared in the Morgenhlatt, none of these has to my 
knowledge been published. They do-to some extent contribute to our 
knowledge of Schlegel’s relations with his contemporaries; and from 
them I have selected the following for publication, since they have at the 
same time a literary interest.
The evidence for the relations which existed between Gottsched and 
Schlegel has been ably sifted by J. Rentsch.® These letters confirm in the 
main his conclusions. The letter to his father written in Latin (no. 1 
below) removes any doubt that Schlegel was, at least for a time, a pupil 
of Gottsched, however much J. Adolf Schlegel may later have wished to 
believe the contrary.^ It is unlikely that in a private letter he would 
otherwise have referred to the advantages of working ‘sub auspiciis 
magni viri’. This by no means excludes the possibility of an early 
independence of outlook ; on the contrary such a compromise is cha­
racteristic of Schlegel in all his dealings. Indeed in this same letter his 
rejection of Gottsched’s suggestion that he should make a translation of 
Sophocles’ Electra in unrhymed verse would seem to support the view 
that he had, even as early as this, opinions of his own.
Schlegel’s independence increased rapidly. Gottsched was perhaps 
unaware of this, for the tone of his letter of December 1742 (no. 3 below) 
is warm. Attacked now on both flanks, from Dresden as well as from 
Zürich, he is eager to retain the support of his most promising pupil.
1 Through the Jdndness of the librarican I was able to examine the whole of the Morgen­
stern collection of letters, as well as that of Friedrich Ludwig Schardiiis, conservator of 
coins in the Hermitage Art Gallery in St Petersburg, who presented his collection of letters 
in manuscript to the University of Dorpat in 1852. This latter collection contains one short 
letter from Hagedorn to Schlegel.
2 The Morgenstern collection further contains four drafts of letters from Schlegel (to 
Gottsched, Bodmer (2) and Hagedorn) which in some respects differ from the versions 
finally sent.
2 Op. cit., pp. 4-32, particularly pp. 28, 29; Rentsch concludes that although Schlegel 
owed much to Gottsched, he maintained from the beginning a certain independence, and 
that Gottsched’s later treatment of SchlegeTs work was due to the envy he felt at the 
increasing praise which his former pupil received on all sides.
■* Cf. H errn  Abt Batteux Einschrdnkung der schbnen Künste a u f einen einzigen Grundsatz, 
übersetzt, und mit verschiedenen eignen damit verwandten Abhandlungen begleitet, von 
J A dolf Schlegel, Leipzig, 1770, u , 516 ff. Also Danzel op. cit., pp. 154-8.
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Very different, however, is his next letter, written only ten months latei 
(no. 4 below). It has an acid quality which the evenness of Schlegcl’s 
replyi does not lead one to expect. There is a sharpness here, the boasting 
of wounded vanity, and in the boasting more than a trace of malice. 
Between the two letters there appeared part iv of the Deutsche Schau- 
huhne? Gottsched sent a copy of this to Schlegel with an accompanying 
letter.® On reading the Vorrede to this volume of the Schaubühne, 
Schlegel was irritated by Gottsched’s chauvinistic interpretation of his 
Herrmann,^ and in his reply,® while giving praise to the other plays in the 
volume, he yet maintained a somewhat critical attitude towards them. 
And he made an unfortunate suggestion about the end of Frau Gottsched’s 
play. D ie Ungleiche Heyrath. It is unlikely that this alone would have 
called forth such a malicious reply; it would seem more probable that 
Gottsched’s envy had been steadily increasing as he was made to feel 
that the pupil was outstripping the master, and that, provoked by 
Schlegel’s remark, he could no longer hide it.®
Interesting light is thrown by this letter on Gottsched’s methods of 
criticism. Rentsclff deduced from Schlegel’s letters that Gottsched 
compared Herrm ann  unfavourably with Dido  before the latter appeared 
in print. The facts are more interesting. This letter reveals that he made 
the comparison before he had even read D ido \ Nor did he see fit to 
revise his opinion in any way when he had read the play. It appeared 
in vol. V of the Deutsche Schaubühne and in the Vorrede Gottsched said 
publicly what in this letter he says privately. Thus the lines of his criticism 
were laid down before he knew anything of the play apart from its theme.
Despite the fact that Gottsched’s remarks with reference to the 
Ungleiche Heyrath  forced Schlegel in his reply to defend himself against a 
charge of having been ‘unanstandig’, the correspondence did not imme-
1 Cf. Seeliger, op. cit., no. 6, dated 2 April 1744. Schlegel usually refers in detail to the 
letter of his correspondent, so that the contents can sometimes be reconstructed, though 
not of course the tone.
2 This volume contains, in addition to SchlegeTs Herrm ann  and Der geschdftige MUssig- 
gdnger, plays by Frau Gottsched and Th. J. Quistorp. In the Vorrede Gottsched compares 
H errm ann  unfavourably with Quistorp’s plays and imputes to the former an anti-French 
tendency.
2 Cf. SchlegeTs life by his brother: Johann E lias  Schlegels Werke, Copenhagen and Leipzig, 
1761-70, V, p. xxxii. We do not possess the letter which was dated 20 May 1743.
Cf. SchlegeTs Werke, ed. cit., v, p. xxiv (‘Vertraulicher Brief’, dated 11 June 1743).
2 Cf. Seeliger, op cit., no. 4, dated 3 August 1743.
2 The whole letter seems designed to provoke Schlegel to anger. Schlegel had expressly 
delayed sending the second part of the Abhandlung von der Nachahmung until it was complete 
(cf. Seeliger, op cit., no. 3, 18 April 1743); Gottsched divided it, publishing only half, and 
promptly lost the rest (cf. Seeliger, op. cit., no. 6, 2 April 1744); moreover he disparages 
H errm ann  which Schlegel regarded with %)articular afiection; he gives an offensive twist 
to SchlegeTs remarks on the Ungleiche Heyrath; and by his reference to Effinger, he is surely 
trying to draw Schlegel on the subject of the Swiss.
’ Op. cit., p. 19.
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diately ceased Indeed Schlegel never openly fell away from Gottsched. 
Rabener in his letter of August, 1744 (no. 5 below) by no means takes it 
for granted that Schlegel will want to give wholehearted support to that 
revolt against ‘den allerliebsten Pflegevater’ which found expression in 
the Bremer Beytràge.^ By 1747, however, Kastner (see letter no. 6 below) 
assumes that Schlegel will not welcome praise for his work from Gottsched. 
The severance was complete even though there had been no open break.
This letter from Kastner is further interesting because of the references 
to Canut. More than any other contemporary judgement, these few lines 
seize upon the weakness of the play and by their suggestions for its 
improvement indicate that Kastner was aware of the essential require­
ments of tragedy. Nicolai, in his Abhandlung vom Trauerspiele,^ is 
confused as to whether Canut or Ulfo is the tragic hero J  hence his 
suggestion that, to concentrate our attention and interest, which are 
‘ getheilet und unbestimmt’, on one person, Canut should make some 
false step and thereby become an effective tragic hero. Kastner betrays 
no such confusion; he is sure that Ulfo was intended for the tragic hero. 
He is however no less sure that there is something wrong with Ulfo in that 
role. In this he is at one with all his contemporaries. But whereas they 
objected to the character on moral grounds or because of conventional 
theories of the ‘hero’, Kastner appears to be moved by more purely 
dramatic considerations. He accepts the grandiose portrayal of evil, the 
exaggerated thirst for glory, but rightly feels that, as compensation, Ulfo 
must possess positive qualities of some kind to win our sympathy for him 
and to raise his character to a tragic level. He particularly notes that the 
trick by which he wins his wife lessens our sympathy for him considerably. 
And indeed, if Schlegel had adhered less closely to historical tradition and 
rejected or modified this incident, not only would the character of Ulfo 
have benefited, but the dramatic conflict could have been intensified.
Bodmer was an exception in approving the figure of Ulfo (see letter 
no. 7 below); but the terms of his commendation reveal his lack of
1 Danzel assumes its cessation {op. cit., p. 154). Seeliger however {op. cit., no. 7) publishes 
a further letter from Schlegel (dated 4 May 1745) which refers to a letter from Gottsched 
dated 20 October 1744. In this he had requested Schlegel to send him Orestes und Pylades, 
probably for publication in part VI of the Schaubühne.
2 Rabener was nevertheless anxious to have contributions from Schlegel, who was 
highly thought of by the Bremen circle. Cf. letter from Gartner to Hagedorn (17 June 1744, 
Hagedorns Werke, ed. cit., v, 215) in which Gartner puts Schlegel at the head of the list of 
contributors.
2 Bibliothek der schbnen Wissenschaften und der freyen Künste, i  (Leipzig, 1757), pp. 39, 
40 and 51-7.
His confusion does not arise solely on account of the title, as Wolff {op. cit., pp. 135,136) 
would suggest, but also from his feeling that our compassion is not sufficiently aroused by 
the fate of Ulfo and from his failure to analyse the reasons for this.
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dramatic sense. He does not see Ulfo as the tragic hero ; he conceives him 
as a kind of evil offset to the goodness of Canut and Codewin, and fails 
to realize that the destruction of evil is not in itself tragic.
Letters 1 and 2 below, from Schlegel to his father, are the only fragments 
we possess of a correspondence which must have contained much of 
literary interest and importance; for the elder Schlegel followed with 
interest the education of his son and in great measure directed it. These 
two letters would seem to provide further evidence that Schlegel’s 
approach to Greek drama was in some measure a direct approach.^ From 
them it is abundantly clear that Schlegel brought to his study of Greek 
tragedy a lively interest, warm admiration and a capacity for direct 
emotional response. He may regret that the play has not a ‘ schonere 
Moral’, but this does not prevent him from being moved by the figure of 
Electra herself—as Sophocles intended him to be. Unlike Gottsched’s, 
his appreciation is not chiefly determined by moral or theoretical con­
siderations. When he attempts to say why he is moved, the reasons he 
gives may seem over-simplified and lacking in psychological insight. 
Despite the fact that in matters of taste and in his aesthetic views 
Schlegel was often in advance of his contemporaries, he was nevertheless 
very much a child of his age; and his understanding of psychological 
processes was naturally determined by a rationalistic outlook on life. 
But his feeling is at least spontaneous.
The exaggerated délicatesse of the age was a subject on which Schlegel 
felt strongly.® In a letter written to his brother J. Adolf Schlegel some 
months previously® he had made much the same remark on the wound of 
Philoctetes as he here makes to his father (see letter no. 2 below). He is 
in effect demanding a wider choice of subjects for drama, not confined to 
the narrow limits of merely ‘ sclione Natur’. When one remembers that in 
the next year Schlegel advised the artist, particularly the dramatic artist
 ^ This has recently been disputed. In his study E lias Schlegel und W ieland als Bearheiler 
antiker Tragodien (Leipzig, 1928), H. Buenemann argues that Schlegel did not, as had 
previously been thought, go direct to the Greeks for the sources of his early plays, but 
rather to French plays on the same themes. This does not necessarily imply however, as 
Buenemann assumes, that Schlegel therefore preferred French tragedy and thought it 
superior to that of the Greeks; nor that he was without any understanding for Greek 
tragedy.
2 Buenemann {op. cit., pp. 23, 24) suggests that Schlegel was indebted for this view to 
Brumoy’s Théâtre des Grecs. It is certain that he knew this work, for he refers to it in the 
notes to his translation of Electra {Werke, ed. cit., i, 473). It was however open to him, as 
it was to Gottsched, to be influenced by any of the French critics; some natural preference 
must have determined his choice of the champion of the ancients rather than of their 
opponents.
2 See ‘Auszug eines Briefs, welcher einige kritische Anmerkungen über die Trauerspiele 
der Alten und Neuern enthalt’ {Werke, ed. cit., iii, 203 ff.; Deutsche Litteraturdenkmale, 
26, pp. 4 ff.).
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and the actor, to avoid ‘ Vorstellungen voll Ekel und Abscheu’,^  this may 
sound paradoxical. But in reality it is not. Such ‘ Vorstellungen’ are to 
be avoided by a toning down of the effect, by a deviation from naturalistic 
presentation;® in other words by the kind of treatment accorded to a 
subject, not by limiting the choice of subject. Here we have the core of 
the difference between Schlegel and Gottsched. For Gottsched the 
subject is the determining factor ; hence he can pronounce judgement on 
Dido  without having read it. The criterion for him is the ‘Fabel’: for 
Schlegel, what the dramatist makes of the ‘Fabel’. The following letters 
are all in volumes of the Morgenstern collection entitled Epistolae Auto- 
graphae PMlosophorum celeberrimorum (five bound volumes and a small 
separate volume not bound). Neither the letters nor the pages of vol. iii 
are numbered.
(1) Schlegel to his father (Mrg. CCCLIVa, T. v, nr. 15)
V iR  E x c e l l e n t i s s i m e ,
Pater Honoratissime,
. . .  Ceterum quod TIBI mitto ex Electra Sophoclis specimen. Pater 
Dilectissime, ita se habet. Dixit mihi celeberrimus vir, Gottschedius, in 
animo sibi esse, facere versionem aliquam poetices Aristotelis,® eamque 
suis illustrare meditationibus ; sed cupere se addere quoddam ex veteribus 
exemplum; proposuitque mihi ut Sophoclis Electram in vernaculam 
linguam verterem.^ Fateor alio me tempore antea inter sermones iniecisse 
mentionem, tentasse me aliquando versionem eius prosaicam, usui atque 
exercitio meo, eandem vero postea omisisse. Sed voluit versionem 
poeticam, quanquam sine rythmis earn ut facerem hortatus est. Post- 
quam, ut tentarem saltem, victus sum; nolui tamen versibus istis 
rythmorum dulcedine destitutis tent are. Equidem scio, pater dilectis­
sime, multa resistere, quibus quo minus eam perficiam possim auocari : 
tamen videtur mihi non aspernandum, et sub auspiciis magni viri prodire, 
meosque labores eius vigilationibus coniungi, et quae contra eos quibus 
poeseos studium curae est inualuisse videtur opinio, negligi ab iis anti- 
quitatis studia, eam a me declinare, et utilem esse fortasse litteris, si 
Graeci scriptoris, nomine quidem notissime, ceterum a paucissimis
1 In the Abhandlung, dass die Nachahmung der Sache, der man nachahmet zuweilen unahn- 
lich werden musse {Werke, ed. cit., m , 176; Deutsche Litteraturdenkmale, 26, p. 104).
2 See particularly his remarks on the portrayal of death in the same Abhandlung { Werke, 
m , 174. D .L .D .,  26, p. 103).
2 Gottsched intended this translation of the Poetics, together with translations from 
Greek plays, to form vol. i  of the Deutsche Schaubühne. For details and reasons for his 
abandonment of the plan see Danzel, op. cit., pp. 145 ff.
 ^ Of. life of Schlegel, Werke, ed. cit., v, p. xxii.
M.L.R.XXXTV 26
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litterarum cultoribus adcuratius cogniti, quaedam in lucem prodilcere, 
quae ut Graecas litteras diligentius colant, alios possint iniiitare. Non 
possum abstinere, Pater dilectissime, quin, nisi aliter TIBI ista vide- 
buntur, petam abs TE, ut perficere earn versionem inibi Hceatd Ita tamen 
ut si aliter videbuntur eadem animo obsequi TIBI sim paratissimus, 
semper futurus
Pater Honoratissime 
TIBI
obsequentissimus filius
J o a n n e s  E l ia s  S c h l e g e l iu s .
Lipsiae 
d. XX. Mart.
1740.
(2) Schlegel to his father (Mrg. CCLXXXI; Special volume, no. 16) 
Hochedelgebohrner
Hochgeehrtester Herr Vater
2 . . . Die Uebersetzung der Elektra wiirde ich in der That ehe ich die 
Poetische anfing, lieber in Prosa gemacht haben, wenn der Herr Prof. 
Gottsched nicht lieber reimlose Verse als Prosa hatte haben wollen. Weil 
ich aber nicht weiss, dass iemand ist, der reimlose Verse im Deutschen 
gerne zu lesen pflegte, und er gleichwol mich bat sie in Versen zu machen; 
so ergriff dieses sie auch gereimt zu machen.^ Die RB.^ die an dem Rande 
der prosaischen Uebersetzung sind, riihren grostentheils nicht von mir, 
was diejenigen anlangt, die mit Bleystiffte gemacht waren, sondern von 
einigen guten Freunden, die sie vorigen Sommer® gelesen haben, und 
unterschiedenes dabey erinnerten. Die iibrigen aber habe ich, so viel ich 
mich erinnere mehr eine Antiquitat anzumerken, oder die Kunst in
 ^ Cf. Werke^ ed. cit., v, p. xx. J. H. Schlegel states there that his father released Johann 
Elias from his promise to refrain from poetry and the pursuit of literature before the end 
of 1739.
2 The beginning of this letter (as of no. 1 above) refers to an ‘exercise’ set by his father 
on the character of Joseph. This was published {Werke, ed. cit., m , 453 ff.) under the title 
‘ Betrachtung über den Charakter Josephs in Ansehung seiner Aufrichtigkeit’.
 ^ Of. Schlegel’s remarks on unrhymed verse in his Schreiben an den H errn  N .N .  über die 
Comodie in  Versen {Werke, ed. cit., in , especially pp. 86-90; Deutsche Litteraturdenkmale,
26, pp. 22-6).
 ^ This is written over A, presumably the initial letter of Anmerkungen.
® This confirms the deductions made by Antoniewicz {Deutsche Litteraturdenkmale, 26, 
introduction, pp. xiii ff.) as to the date of the ‘ Auszug eines Briefs fiber die Trauerspiele ’. 
This letter was written to his brother J. Adolf Schlegel, who was still at Schulpforta. In it 
he remarks that he is translating Electra into prose. Schlegel himself left Schulpforta in 
March 1739. From the letter printed above it is clear that the prose version was ready in 
the summer of that year. The “ Brief fiber die Trauerspiele” falls then in the spring or early 
summer of 1739. Antoniewicz dates the verse translation 1741; from these letters to his 
father 1740 would appear to be more correct.
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D ’Ovidio, Meyer-Luebke, Grandgent, and other linguists, and to adapt 
them to the ends of elementary and advanced instruction for classes in 
Italian linguistics in the colleges and universities of English-speaking 
countries’. Introductory sections on linguistic science in general, and a 
sensible account of the passage from Latin to Romance, are followed by 
chapters on 'the phonology, morphology, and syntax of Italian. The 
sections on phonology and morphology are done very competently. 
Though necessarily brief, they furnish a clear picture of the sounds and 
forms of the language. Only very few points in these chapters suggest 
criticism. For instance, it can hardly be said that Dante defined ‘the 
volgare as ungrammatical Latin, in the year 1305’ (p. 27), since the date 
of composition of the De Vulgari Eloquentia can be fixed only approxi­
mately between 1303 and the beginning of 1305. At p. 96 dehbio (<debeo) 
is given as a hypothetical reconstruction. Actually debbio occurs in early 
Italian texts. The Tommaseo-Bellini Dictionary for instance quotes an 
example from the V ita  d i S. Dorotea.
It seems a great pity that only very few pages, six in all, besides a few 
lines in the morphology section, should have been dedicated to syntax. 
This is particularly regrettable since a historical account of Italian syntax 
is a pressing desideratum of scholarship. Such a neglect of syntax is hardly 
justifiable on the ground that most points connected with it are ‘the 
literary, deliberate efforts of the chosen few ’ (p. 113). The literary element 
is not of such a nature that it can be entirely disregarded in an account 
of a language : least of all in a language like Italian in which standardiza­
tion was due practically entirely to literary influence. This brings us to 
another and equally serious omission. But for a few vague remarks at 
p. 139, there is no account of the causes that led to the establishment of 
a koine in Italy. Nor is there anything about the development undergone 
by Italian since the thirteenth century. Early Italian is altogether sadly 
neglected throughout the book. The result of all this is that the beginner, 
for whose benefit this book is primarily intended, will not find here those 
historical details which are so essential in philological studies, and with­
out which no account of a language can be called complete.
The description- of Italian dialects, though necessarily condensed, will 
prove very valuable to the beginner, as will also the bibliography^ and 
the selection of Italic, Latin, and Italian texts. Concerning these texts, 
their printed sources might have been furnished and, in so far as the 
Ritmo Cassinese is concerned, it would have been preferable to give the
1 The following works on the Italian language might be added to the bibliography: 
W. Meyer-Luebke, Orammatica Storica della L ingua Ita lia n a  e dei D ia le tti Toscani, nuova 
edizione curata da M atieo B arto li (Torino, 1927); M. Bartoli, Caratteri Fondam eiitali della 
L ingua Ita lia n a  e delle Lingue Sorelle, Miscellanea deUa Facolta di Lettere e di Filosofia 
(Torino, 1936); G. Bertoni, Storia della L ingua Ita lia n a — Lezioni Raccolte da U . Ciancolo 
(Roma, 1934); K. Vossler, ‘ Italienisch, Franzosisch, Spanisch, ihre Hterarischen und 
sprachhchen Physiognomien’, Zeitwende, u  (1926), 136-63; R. A. Hall, Bihliograpliy o f 
Ita l ia n  Linguistics (Publications of the Linguistic Society of America, Baltimore, 1941). 
A new edition of Bertoni’s I I  Duecento appeared in 1939. As this edition includes some 
new chapters, it should* have been given instead of the 1930 edition.
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text of De Bartholomaeis^ instead of D ’Ovidio’s rather arbitrary recon­
struction of it. About the Ritmo, that it belongs to the twelfth century 
seems highly doubtful. On palaeographical grounds the unique manu­
script of it must be assigned to at least the middle of "the thirteenth 
century, and there are no really valid reasons for attributing the com- 
/position of the poem to a much earlier date.^
The weak side of this book is its omissions. None the less it is un­
deniably a valuable work of exact scholarship embodying the results of 
recent research, which will prove useful not only to beginners. Teachers 
of Italian philology will not easily be able to dispense with it.
R . W e i s s .
L o n d o n . ’
Lessing's LaoJwon. By F. 0 . N o l t e . Lancaster, Pa.: Lancaster Press. 
1940. 175 pp. 12.00.
Much the best work on Laokoon is of American origin, and the names 
of Walter, Bryant, Howard and, above all, of Irving Babbitt will be well 
known to workers in the held. Mr Nolte follows in the best tradition of 
his distinguished predecessors, and the present work is marked by ad­
mirable lucidity, sensitive appreciation, cogent argument and apt illu­
stration, all presented in a language rich in association and finely phrased. 
Laokoon is a book about art, and Mr Nolte boldly examines Lessing’s 
thesis in the light of the most modern thought on the nature of art and 
of artistic creation. Unlike Babbitt, he brings to his task a judgement 
that is open-niinded as to the respective merits of those indeterminate 
labels ‘classic’ and ‘romantic’.
Many holes have been picked in Lessing’s arguments since Herder 
started the process within a year of its appearance, and Goethe later 
joined in the fray. The Romanticists denied the very validity of his 
premises. But Mr Nolte is not concerned with the narrower issues of 
Lessing’s historical position. As he pertinently remarks: ‘You can argue 
against the Laokoon\ you cannot argue it away’, because ‘it is a con­
summate formulation of principles that may be profitably reckoned with ’. 
Lessing may lay undue stress on the theory of incitation which he had 
inherited from the Renaissance, but he had at least an inkling of the new 
romantic theory of creation derived from Shaftesbury when he makes, the 
painter in E m ilia  Galotti surmise that ‘ Raphael would have been the 
greatest genius among painters ’ even ‘ if he had, unfortunately, been born 
without hands’. Mr Nolte reminds us, however, of a fact too often for­
gotten : that the Romantic theory of ‘ creation’ is just as powerless as 
‘ imitation ’ to account for the fact of artistic creation. The Romantic, he 
points out, is, when he tediously transcribes the things within him, as 
naturalistic as the realist who tediously transcribes the things without.
 ^ V. De Bartholomaeis, Rim e Giullaresche e Popolari D U ta lia  (Bologna, 1926), pp. 11-12.
2 The same applies to the Venetian inscription given at p. 192. Its attribution to the 
twelfth century is at least very doubtful.
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Each th e o r y  has a certain validity, but neither is in itself able to provide 
the criterion by which art can be distinguished from that which is not art.
This, Mr Nolte maintains with insistence, can only be achieved by a 
proper appreciation of ‘medium’. This is not'to say that art consists 
merely in the artist’s mastery over medium', equally important is the 
power of medium over the artist, the fascination which it exerts upon his 
imagination. Imagination in itself is not enough—it is, for instance, 
present no less in the work of a great astronomer or mathematician. What 
distinguishes the artist from other men of imagination, and indeed from 
the craftsman, is his compulsion to imagine in terms of his medium. ‘ It 
is not the eye of the painter or the sculptor which dictates to his hands ; 
rather it is his hands which guide and educate his eye. For it is his hands 
which have immediate and vital contact with his medium ; and it is from 
this contact that the truly fashioning impulse comes.’ This in no way 
affects the ecstasy of the artist’s vision. Werther thinking to enhance this 
ecstasy cries: ‘at present, I could not draw, not even a single line; and 
yet I was never a greater painter than at this moment ’ ; but he is under 
a delusion. The question is : In what form does an artist glimpse ecstatic 
loveliness i That he glimpses it in terms of medium is what distinguishes 
artistic inspiration from other kinds of inspiration. ‘Mediuni’, Mr Nolte 
writes, ‘is the only source of insight and power which an artist has, and 
which is denied to all others.’ J. M. Thorburn, who is equally convinced 
that ‘the problem of medium is the key to the problem of art’, asks in 
his profoundly suggestive book A rt and the Unconscious (London, 1925):
‘ What is art but a synthesis of the most earthy and the most spiritual? ’, 
and Goethe, writing to Herder in 1772, recognised the affinity between 
the artist’s creative power and his earthy, sensuous medium : ‘An artist 
is nothing so long as his hands do not work and shape.’
Mr Nolte’s recognition of the importance of medium does not lead him 
into the blind alley of ‘pure form’. Art, he knows, can never be divorced 
from life and human interest. Epstein foresees an exhibition of mere 
stones as the logical conclusion of preoccupation with material ; and 
Mr Nolte thinks that the entirely abstract is not an advance upon 
‘ representation ’ as an aesthetic norm but its other extreme. That such 
experiments in medium have become an end in themselves is due to a 
confusion of the aesthetic with the merely physical properties of medium ; 
and between these Mr Nolte is at great pains to distinguish.
This is, however, just what Lessing failed to do. When he insists that, 
because the symbols of poetry are successive, poetry can effectively 
‘ imitate ’ only things which are successive, he is thinking of the merely 
physical qualities of articulated sound. The insight gained by seeing 
medium as the key to the problem of art is invaluable in any appreciation 
of Laokoon, which is itself a treatise on the limitations of artistic media. 
For it makes it possible to state with a greater degree of accuracy where 
Lessing went astray. Mr Nolte thinks that, had Lessing proceeded directly 
to a consistent examination of the ‘ways’ of the poet and the sculptor he
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would inevitably have been led to an analysis of aesthetic media. But is 
this so certain? Despite Lessing’s preoccupation with the purely physical 
properties of language, he betrays no sense of medium as the material in 
which the artist works—of him ‘shaping’ in the moment of his ‘seeing’. 
Mendelssohn, who is much more aware of the sensuous in art, sometimes 
uses the word ‘ Materie ’ ; but for Lessing medium is always ‘ Mittel ’ 
(means), and art the conception of some idealized ‘bit of nature’ com­
municated by ‘ Zeichen’ (symbols). But it should not be forgotten that 
Lessing’s difficulties are chiefly with the medium of literature, an art 
which, as Thorburn points out, presents unique difficulties to the student 
of aesthetics.
Since Mr Nolte so explicitly maintains that art has constant reference 
to life, what exactly does he mean when he writes that ‘ the impressions 
we receive from a work of Tolstoy, a statue of Michel Angelo, or a sym­
phony of Sibelius are altogether different from any sensations which 
actual experience can ever vouchsafe u s’? Does he mean that such im­
pressions are altogether of a different order? Is it not rather that they 
have a different quality? Have not these impressions derived from art 
something in common with impressions received in actual experience 
when, suddenly and without warning, a new relation is temporarily 
established between us and what we contemplate, a relation characterized 
by Edward Bullough^ as intensely personal, but filtered, cleared of the 
practical, concrete nature of its appeal? Be that as it may, that we 
question at all is evidence that Mr Nolte has achieved his aim. Eor he 
would not claim to have said the last word on art, artistic creation or 
even on Laokoon. Concerned ‘not to prove, but to provoke’, he writes 
with conviction and enthusiasm, and his book admirably fulfils the 
function which he assigns to criticism in general: to stimulate the mind 
and set it on its way to finding its own solutions.
E l iz a b e t h  M. W i l k i n s o n .
L o n d o n .
Lessings Stellung in  der Entfaltung des Individualism us. By F r i e d r ic h  
J o s e p h  S c h m it z . (University of California Publications in  Modern  
Philology, xx iii.) Berkeley, California: University of California 
Press; Cambridge : University Press. 1941. 152 pp.
This new volume of the University of California Publications presents 
the mind of Lessing in a more attractive light than its slightly forbidding 
title would suggest. The author’s main thesis is the central importance 
of the problem of the individual in Lessing’s philosophy of life, his chief 
aim to analyse the clues offered in Lessing’s own works to the solution 
of this problem. He rightly emphasizes the futility of attempts to con­
struct from Lessing’s statements a systématic and coherent philosophy : 
‘Das hiesse schliesslich wirklich den lebendigen Lessing verkennen’
1 ‘“ Psychical distance” as a factor in art and as an Aesthetic principle’, in B rit. J .  
Psychol. V, 87 (1912).
